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ABSTRACT 
This study attempts to explore the idea of cross-cultural encounter in the poetry of 
British Romantic women poets, namely, Emma Roberts, Anna Maria Jones and Felicia 
Dorothea Hemans. The thesis is divided into seven chapters, including Introduction and 
Conclusion. 
Although the thesis is concerned mainly with the British Romantic women poets 
and their poetry, the first chapter "British Romantic Poetry and the Orient: An 
Introduction" outlines the influential British Romantic poets who display Oriental 
content and context in their poetry. The chapter deals with the poems ol' William 
Wordsworth, Samuel Taylor Coleridge, Robert Southey, Thomas Moore, George Gordon 
Byron, Percy Bysshe Shelley and John Keats. The chapter attempts at establishing the 
relationship between the British Romantic poetry and the Orient. 
The second chapter "British Romantic Women Poets: An Overview" presents 
biographical account of the following British Romantic women poets - Anna Seward, 
Anna Laetitia Barbauld, Hanna More, Susanna Blamire, Anna Maria Jones, (Charlotte 
Smith, Aim Yearsley, Mary Robinson, Helen Maria Williams, Joanna Baillic, Maria 
Edgeworth, Amelia Opie, Mary Tighe, Felicia Dorothea Hemans, Emma Roberts, Maria 
Jane Jewsbury, Letitia Elezabeth Landon and Caroline Norton. 
The third chapter "British Romantic Women Poets and the Orient" examines 
the Oriental poems by British Romantic women poets, namely Emma Roberts, Anna 
Maria Jones and Felicia Dorothea Hemans. The chapter highlights manifold interests of 
these women poets in the Orient, especially in India. 
The fourth chapter "Oriental Diction in the Poems of Emma Roberts, Anna 
Maria Jones and Felicia Dorothea Hemans" provides a compendium of Oriental 
diction used by Roberts, Jones and Hemans. The chapter traces the origin of each 
Oriental word as referred to by these women poets. The chapter also looks into the 
accuracy and functional value of the Oriental diction. 
The fifth chapter "Oriental Elements in the Poems of Emma Roberts, Anna 
Maria Jones and Felicia Dorothea Hemans" studies the Oriental elements in the poems 
of Roberts, Jones and Hemans. The chapter attempts to arrange the Oriental elements into 
various categories in order to underscore their comments about the Orient. 
The sixth chapter "Image of the Orient in Emma Roberts's Prose Writings" 
takes up Roberts's prose writings, particularly the first volume of Scenes and 
Characteristics of Hindostan, with Sketches of Anglo-Indian Society (1837). Her 
observations, impressions, and experiences which she had during her decade long stay in 
the British hidia are studied. 
Conclusion contains concluding remarks on the image of the Orient in the works 
of these poets. 
The thesis contains appendices, followed by Bibliography. 
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Preface 
I remember that while I was doing M.A (2007-2009) in EngHsh at AUgarh 
MusHm University, Aligarh, India, I was struck by the British Romantic poets whose 
works represented the Orient in terms of its people, cultures, customs, beliefs and 
traditions. At that juncture, I made up mind to carry out my research on British 
Romantic poetry. It is my privilege to mention that while I went to my supervisor, 
Abdur Raheem Kidwai (Professor at the Department of English, Aligarh Muslim 
University, India, and Visiting Professor at the Department of English, University of 
Leicester) for the selection of my Ph.D topic, I felt extremely delighted by his sage 
advice, and the topic: Cross-Cultural Encounter in the poetry of British Romantic 
Women Poets, with special reference to Emma Roberts (1794-1840), Anna Maria 
Jones (1749-1829), and Felicia Dorothea Hemans (1793-1835) which I opted for 
my research work. 
In the present study, I primarily made assessments on the biographical account 
of both the male and female poets of the British Romantic era. I attempted to explore 
the manifold interests of these Romantic poets in the Orient. 1 tried to justify how 
much these poets were able to access the Oriental diction, characters, landscapes, 
cultures, social and religious aspects, etc. in the course of their poetry. In addition, 1 
made a draft on Emma Roberts's prose writings to display her impressions and 
perceptions on the Orient. It is important to note that my supervisor has thoroughly 
scrutinized this work, and hence he deserves special thanks. 
To the best of my knowledge, this work has drawn several approaches to 
represent the Oriental perspectives in the works of British Romantic poets, and will be 
an important asset to the students of English Uterature in general and of British 
Romantic poetry in particular. 
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CHAPTER I 
British Romantic Poetry and the 
Orient: An Introduction 
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CHAPTER I 
British Romantic Poetry and the Orient: An Introduction 
This chapter explores the relationship between the British Romantic poetry 
and the Orient. During the British Romantic period, the era between the publication of 
William Blake's Songs of Innocence (1789) and the death of John Keats inl821 or of 
Percy Bysshe Shelley in 1822, the Orient seemed to appear as a place of wonder, 
mystery, magic and enchantment, which had caught the imaginative eyes of British 
Romantic poets. The Romantic poets gained knowledge of the Orient by travelling to 
the Eastern countries or by reading books on the Orient. Little wonder then that some 
of them are seen grappling with remarkable themes, landscapes, characters, cultures, 
customs, traditions, diction, imagery and allusions related to the Orient in their poetry. 
Let us take up these influential British Romantic poets - William Wordsworth 
(1770-1850), Samuel Taylor Coleridge (1772-1834), Robert Southey (1774-1843). 
Thomas Moore (1779-1852), George Gordon Byron (1788-1824), Percy Bysshe 
Shelley (1792-1822), and John Keats (1795-1821) in order to study the Oriental 
material in some of their poems. 
William Wordsworth (1770-1850) 
William Wordsworth (1770-1850) is regarded as the lodestar of the Romantic 
period. Some of his poems contain references to the Orient. His "Book V of The 
Prelude (1850), presents some Oriental matter. In "Book V", he describes that he was 
reading a story of the 'famous history of the errant knight' from Cervantes's Don 
Quixote while sitting 'in a rocky cave' surrounded by a seashore. He was enjoying the 
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story fully with its exotic setting as well as its uniqueness and flavor. But suddenly 
'sleep seiz'd him, and he pass'd into a dream' (70). In his dream he saw himself in a 
boundless plain of sandy 'wilderness'. He imagined that an uncouth shape had 
appeared in his dream riding on 'a dromedary' and 'mounted high'. 
Wordsworth clarifies that the uncouth appeared in his dream was none but 'an 
Arab of the Bedouin Tribes'. What he perceives in his dream about this Arab 
Bedouin's life and skills is articulated in the following lines: 
He seem'd an Arab of the Bedouin Tribes, 
A Lance he bore, and underneath one arm 
A Stone; and, in the opposite hand, a Shell 
Of surpassing brightness. Much rejoic'd 
The dreaming Man that he should have a Guide 
To lead him through the Desert. 
(Book V, 78-83) 
In the above lines, Wordsworth depicts an Arab Bedouin. The lance that the Arab 
Bedouin bore in his hand "suggests the Bedouin Arab's life of invasion and conquest, 
as well as the Arab's historically - rooted habit of blood - feud and revenge when any 
harm touches them" (Abdelwahed 100). The allusions to the stone and the shell give a 
romantic touch to the poem, reflecting Wordsworth's interest in the accomplishments 
of the Orientals, especially the Arab Bedouin's contribution and achievements in the 
field of knowledge. 
The stone, which the Arab Bedouin carries through the wasteful desert and 
terms the 'EucHd's Elements', stands for a book of 'geometric Truth', as it provides 
him with the knowledge of 'something of more worth'. The shell, on the other hand, 
is 'so beautiful in shape' and 'colour' that it articulates a 'loud prophetic blast of 
harmony' in his heart, and foretells the message about the destruction of the world by 
a deluge. He relates the shell also to a book of poetry containing "the sense of wonder 
with reality" (Oueijan, The Progress 78). Moreover, both 'unknown tongue' and 
'sounds' which seem to be audible in his dream add a sense of horror to the 
description. 
Wordsworth points out that the nomadic Arab's step 'to bury those two 
books', symbolically represented by the 'one to be a stone' and 'the other a shell', 
haunts him with anxiety in his dream. He removes this anxiety by having 'a perfect 
faith' in these two books and makes an attempt to share the Oriental knowledge. His 
admiration for the nomadic Arab permeates the following lines: 
By love and feeling and internal thought. 
Protracted among endless solitudes; 
Have shap'd him, in the oppression of his brain, 
Wandering upon this quest, and thus equipp'd. 
And I have scarcely pitied him; have felt 
A reverence for a being thus employ'd; 
And thought that in the blind and awful lair 
Of such a madness, reason did lie couch'd. 
(BookV, 145-152) 
In his dream Wordsworth notes the accomplishments of the Arab Bedouin. 
But the sudden disappearance of the nomadic Arab seizes him much and he escapes 
from the fancy of his dream into the real world. Now he sees only Nature before his 
eyes. He lies on the lap of this Arabian desert and begins to recollect the memories of 
his dream. His references to the vast desert, 'districts, cities, towns' and indigenous 
vales of Arabia and the Arab Bedouin underscore his keen interest in the Orient. 
Wordsworth's poem, 'The Annenian Lady's Love" (1830) celebrates the love 
story of the 'daughter of the proud Soldan'. In this poem, Wordsworth describes how 
this Armenian lady 'loved a Christian Slave'. Despite the fact that the 'Christian 
Slave' was a married man; she made an attempt to flee with him and ultimately 
received the love and respect of his wife. 
In his sonnet "Crusades", included in the Ecclesiastical Sonnets (1822), 
Wordsworth speaks of Islam and Muslims. In this sonnet, he notes that the 'turbaned' 
Muslims conquered the land of Spain and made it 'their haven of salvation'. The 
allusion to the 'Crescent' glittering 'on the towers of Spain' reflects the power and 
glory of the Muslims. Another sonnet, "Richard I", included also in the Ecclesiastical 
Sonnets (1822), creates the Oriental ambience with its 'Cyprus' setting. 
Samuel Taylor Coleridge (1772-1834) 
Samuel Taylor Coleridge (1772-1834) is one of the representative poets of the 
Romantic period. He is known as "the high priest of Romanticism" (Saintsbury 656). 
He produced a number of poems - namely "Kubla Khan", "The Rime of the Ancient 
Mariner", "Muhammad", and "Lewti; or the Circassian Love Chant" - with streaks of 
Oriental content and context. 
In 1797 when Coleridge's health worsened, he took a dose of opium, from the 
effects of which he fell into a gentle slumber reading the lines: "Here the Kubla Khan 
commanded the palace to be built, and a stately garden thereunto. And thus ten miles 
of fertile ground were enclosed with a wall" (qtd in Mays 511) in Samuel Purchas's 
travel book. Pilgrimage (1613). In his dream, he planned composing a poem, entitled 
"Kubla Khan" but his dream was interrupted by a visitor. However, he jotted down 
what he recalled about his dream on a paper in the verse form and named the poem as 
"Kubla Khan". Although the poem was completed in 1798, it was not published until 
1816 when Lord Byron (1788-1824) insisted on its publication. Coleridge published 
the poem with following note: 
"The following fragment is here published at the request of a poet of great and 
deserved celebrity, and as far as the Author's own opinions are concerned, rather as a 
psychological curiosity, than on the ground of any supposed poetic merits" (Mays 
511). 
The poem abounds in allusions to Oriental places, characters, images and 
events screened out through Coleridge's mode of dream - like imagination. Amid the 
Oriental allusions, Coleridge first presents an account of Xanadu (present day known 
as Shantung province of China) which was the capital city during the reign of Kubla 
Khan (1162-1227), the great Mongol emperor of China, in the thirteenth century. He 
describes that Kubla Khan commanded that a 'stately pleasure - dome' to be built on 
the banks of 'the sacred river', the Alph which had its course in this Oriental city and 
flowed through 'the caverns measureless to man' and ultimately fell into a deep 
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'sunless sea'. This city encompasses ten miles 'of fertile ground', with 'gardens bright 
with sinuous rills', trees laden with fragrant flowers, and very ancient 'forests' and 
'sunny spots of greenery'. The expressions like 'the caverns measureless to man' and 
'sunless sea' serve to create a haunted atmosphere in the landscape of the Xanadu and 
hence provide a sense of wonder. 
Coleridge offers next a description of the source and course of the Alph river 
which symbolically represents the Alphesus, a river of Arcadia in Greece. He marks 
the presence of 'the hills' with a 'deep romantic chasm', from which the Alph river 
originates and flows down the slope, creating a 'ceaseless turmoil'. The water of the 
river rushes at such a high speed down its course that with every burst of the water 
huge pieces of rocks are thrown up and down. The rhythm of rising and falling of 
these big pieces of rocks in the course of the river seems to Coleridge that the 'earth 
in fast thick pants were breathing'. The river meanders five miles 'with a mazy 
motion' through 'wood and dale' and lastly falls into 'a lifeless ocean' with a roaring 
sound. The source and course of this Oriental river stir Coleridge's imagination and 
lend him with the atmosphere of magic and enchantment so characteristic of the 
medieval period. In addition, Coleridge's imagination is struck by a 'woman wailing 
for her demon lover' on the bank of the Alph. This expression - 'woman wailing for 
demon-lover' - thus conjures up the picture of a medieval woman wandering about, 
moaning in search of 'her demon-lover' who had rejected her after having made love 
to her in the dim light of 'a waning moon'. The theme of the medieval woman 
seduced by a demon in the human form also evokes mixed feelings of fear and terror 
in the poem and highlights the significance of love, mystery, remoteness and magic of 
both the medieval period and the Orient. 
Coleridge's depiction of the historical figure, Kubla Khan, lends the Oriental 
touch to this poem. He imagines how this Oriental king of the thirteenth century 
commanded that a 'stately pleasure dome' to be built in his capital city having a 
paradisal landscape. He recalls that his palace was located on the bank of a river, 
named Alph which came out of a hill with 'deep romantic chasm' and crossed five 
miles of distance through 'wood and dale', ultimately merging into a deep sea. In its 
setting, his palace was a wonder of human skill and seemed to be an earthly paradise 
in which he could have spent his life, full of vigour and romance. Meier notes that 
Kubla Khan becomes a "creative artist who gives concrete expression to the ideal 
forms of truth and beauty" (26-27). From the above discussion it emerges that Kubla 
Khan and his palace catch Coleridge's imagination and transport him into a wonderful 
place of the Orient. 
Coleridge creates an evocative atmosphere, consisting of the shadow of the 
'pleasure - dome' falling on the gushing water of the river in the dim light of the 
'waning moon'. He takes note of how Kubla Khan heard his ancestral voices echoed 
through the bursting waters of the fountain and the deep caves near his 'dome of 
pleasure'. These voices imply a message of war which Kubla Khan was to wage at the 
end of his knightly career. Kubla Khan's 'dome of pleasure' and his ancestral voices 
thus supply to Coleridge a sense of mystery, tinged with horror and terror. 
The last part of the poem highlights Coleridge's vision of 'an Abyssinian 
maid' replacing the theme of Kubla Khan's pleasure house by playing most 
ravishingly a song 'of Mount Abora' on her musical instrument. The charm of this 
Oriental girl's 'symphony and song' captivates him so much that he promptly decides 
to build a spiritual dome in his fanciful imagination after the pattern of Kubla Khan's 
'dome of pleasure'. The spiritual dome seems to him 'a miracle of rare device'. 
because the dome is made of 'those caves of ice' and located on the sunny spots 
beside the Alph. He notes also that this spiritual dome would provide for him such 
food which is not the food of ordinary people but something exotic like 'honeydew' 
or some heavenly stuff which he calls 'the milk of Paradise'. His approach to create 
such a spiritual dome is thoroughly romantic, moving with its rapid succession. 
Moreover, Coleridge's reference to the imagery of an Oriental mountain, 
named 'Mount Abora' on which the Abyssinian girl played her melodious song, 
reflects his association with the Orient. This mountain is perhaps a variation of John 
Milton's (1608-1674) 'Mount Amara' in Paradise Lost (1667) which is a fabled 
paradise in Ethiopia: 
Nor where Abassin kings their issue guard, 
Mount Amara, though this by some supposed 
True Paradise, under the Ethiop line. 
{Paradise Lost, Book 4, 280-282) 
So on closer inspection, we can say that Coleridge harks back to the past for the 
depiction of an Oriental landscape, adding a romantic charm to the poem. 
Coleridge's poem "The Rime of the Ancient Mariner" displays a fusion of the 
Romantic spirit with the Oriental matter. This poem was published in Lyrical Ballads 
in 1798 but was revised many times afterwards. The source of the story of the poem 
has been drawn from a travel book entitled, A Voyage Round the World by the Way of 
the Great South Sea by George Shelvocke (1675-1742) in which there is an incident 
of a sea captain shooting an albatross which hovered near his ship. In addition, some 
other themes, ideas, characters, landscapes and images of the poem resemble the tales 
of the Arabian Nights which Coleridge had read admiringly before the composition of 
his poem. 
The poem focuses on 'an Ancient Mariner', the central character of the poem. 
The Mariner has 'long grey beard and glittering eye'. He meets three wedding guests 
on their way to a wedding ceremony and tells them a story of how his ship fell in a 
storm and was driven towards the south pole; how he and his fellow sailors fell in a 
series of sufferings after killing 'an Albatross' which hovered near the ship; and how 
he piloted the ship towards the north pole and ultimately returned to his native place. 
The course of his journey over the sea bears a close resemblance with 'The Fifth 
Voyage of Sindbad the Seaman", a tale in the Arabian Nights in which the hero, 
Sindbad the Seaman "sailed from city to city and from island to island and from sea to 
sea, viewing the cities and countries" of the Orient (Burton 48). 
Although Coleridge depicts the Mariner and his sailing in the mode of the 
Sindbad's voyage, he identifies the Mariner with Christian values. He describes that 
the Mariner with his 'long grey beard and glittering eye' accompanies his fellow 
sailors to a sea voyage. His ship sails smoothly in the presence of a fair and good 
wind towards the equatorial region, but is suddenly driven by a strong tempest 
towards the South Pole, covered with 'both mist and snow' and 'wondrous cold'. It is 
here that a sea-bird called albatross appears and the Mariner regards it as a bird of 
good omen, because it starts guiding the ship towards the northern pole. Once 
provoked by an evil thought, the Mariner kills this albatross with his 'cross - bow'. 
Coleridge reports that as he commits a sin, he suffers a lot in the course of his voyage. 
The way he suffers provides an essence of mystery and supematuraiism, so 
characteristic of Romanticism. 
Coleridge marks the Mariner's compassionate nature which is rooted in his 
awareness of God's mercy and in his love for all slimy creatures appearing before him 
on the boundless sea. The moment the Mariner starts feeling compassionate for God's 
creation, the dead body of the albatross suddenly drops from his neck into the deep 
sea, thus marking the end of his sin. At last he finds redemption from his sin of killing 
the albatross and triumphantly pilots his ship towards his native place. Bowra points 
out that the Mariner's triumph "presents a series of incredible events through a 
method of narration which makes them not only convincing and exciting but in some 
sense a criticism of life" (55). 
In the poem the albatross plays a crucial role in the course of the Mariner's 
journey over the sea. The name of this bird is derived from the Arabic term al-ghttas, 
meaning a legendary sea-bird in the Arabic fables. Coleridge perhaps takes the name 
of albatross from "the list of Arabic loanwords in English" (Devereux 170) and shares 
his own interpretation of it in the poem. The albatross appears through 'fog and mist' 
at a time, when the Mariner's ship was diverted from the equatorial line to the 
southern pole by the heavy blow of a tempest and stopped sailing for a while. The 
albatross receives welcome from the Mariner, because there was no other life visible 
on the sea except the Mariner and his fellow sailors. It eats food provided by the 
sailors and guides the ship to the north. But the moment it is killed and hung around 
the Mariner's neck, it is a symbol of the Mariner's sin. The drop of the dead body of 
the albatross into the sea marks the end of the Mariner's sin. So, the stories of both the 
ancient Mariner and the albatross, which Coleridge associates with his thematic 
concerns, draw certain strands of the Oriental spirit in the poem. 
His other poem, "Lewti; or, the Circassian Love - Chant" which was published 
first in The Morning Post in 1798, celebrates a lyrical love-chant which Coleridge 
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composed for 'Lewti', a woman who appeared in his dream as the beloved. In this 
poem Coleridge marks the presence of 'Lewti' associated with a magical spirit of the 
medieval period. Moreover, scenes and images, including those of the moon shining 
over the 'Tamaha's stream', the floating cloud, 'a breezy jasmine bower' and the 
nightingale's sweet song echoing through the whole landscape in particular, provide 
an exotic atmosphere throughout the poem. 
Coleridge's another poem "Mahomet" (1799) contains references to Islam and 
Muhammed, the Prophet of Islam. In this poem Coleridge depicts the Prophet without 
any bias. He extols the nature of the Prophet's 'blessing' which eradicated 'the 
blasphemous rites of the Pagan' and of the 'idolatrous Christians' in particular. In 
addition, the allusion to 'Mecca', the most sacred place in Islam, lends an authentic 
Islamic touch to the poem. 
Robert Southey (1774-1843) 
Robert Southey (1774-1843) is another influential poet of the British 
Romantic literature. He produced a number of poems namely, "Thai aba the 
Destroyer" (1801), "Chronicle of the Cid" (1808), "The Curse of Kehama' (!810), 
"Roderick, the Last of the Goths" (1814) and "Muhammed" (1845) which display his 
interest in the Orient. "Thalaba the Destroyer" (1801) is an epic poem in which the 
young Muslim hero, Thalaba of Arab descent defeats and kills the enemies of his 
relatives through a series of struggle. Southey represents Thalaba's struggles m the 
mode of Islamic Jihad. He uses also references to the magic ring and magic boat etc, 
pointing to their association with the Orient. Yet he combines "his knowledge of 
Islam with his own religious precepts to construct an Orientalist fantasy rather than 
provide a realistic reflection of the Islamic faith or Arabian life" (Bolton). 
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"Chronicle of the Cid" (1808) is one of Southey's heroic poems, which 
celebrates the history of Spain. It discusses how the hero Cid fought against the 
Moors and gained independence of his native land Spain. In this poem Southey 
exhibits to an extent a distorted image of Islam through Cid's adventures and 
achievements. 
"The Curse of Kehama" is another Oriental epic poem which Southey 
composed in 1810 and dedicated to his friend Walter Savage Landor (1775-1864). It 
has twenty four sections and deals with Hindu religion. The story starts with the 
funeral ceremony of Kehama's son Arvalan whom the peasant, Ladurlad kills in order 
to save his daughter Kailyal's honour. It relates the sufferings of Ladurlad caused by 
the curse of Kehama; and ends with Ladurlad's release and Kehama's sufferings. In 
this poem Southey depicts these figures - Casyapa, Camadeva, Yama, Indra, etc. from 
the Hindu mythology and uses allusions to Mount Calasy (Kailas), Padalon (the 
netherworld), Swerga (Paradise) which point to his interest in Hindu religion. Also he 
describes some Hindu ritualistic practices - Sati, 'Jag-Naut' - which the Indian 
Hindus performed in the late eighteenth and early nineteenth century. 
Southey's next Oriental epic poem is "Roderick, the Last of the Goths" 
(1814). This poem is on the theme of the liberation of Spain. The story of this poem 
draws how the hero Roderick fights against the Moorish army, gets wounded by the 
Moors in the battle, liberates Spain by defeating the Moorish army, and finally enters 
monastery. It reflects Roderick's "struggle to overthrow a powerfial Oriental tyrant" 
(Al-Olaqi 391). In this poem Southey depicts a negative image of Oriental society as 
he describes the Muslims and the Moors who held their dominion over Spain. 
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"Muhammed" (1845) is an unfinished Oriental poem which reflects Southey's 
respect for Muhammad, the Prophet of Islam. In this poem Southey does two things: 
first he praises the life-style and leadership qualities of Muhammad, and second he 
draws a "view which seems to regard Muhammad as an originally biblical prophet, 
who, because of certain local necessities, made his religion depart from its j^recursor, 
Christianity" (Sharafuddin 90). 
From the above discussion it emerges that Southey includes Oriental content 
and context in his poems by exploring "deeply ambiguous cultural cosmopolitanism 
that lay at the heart of 'English' romanticism" (Pratt xxvi). 
Thomas Moore (1779-1852) 
Thomas Moore (1779-1852) is another Romantic poet who never visited the 
Orient, but he received fame as "a better adapter of Oriental diction and theme to 
English verse" (Yohannan 155). Like many other Romantic poets, he depicts Oriental 
aspects in some of his poems. "Lalia Rookh" (1817) is one of his best known Oriental 
poems which he produced at the behest of his friend Lord Byron (1788-1824). In this 
poem Moore presents a prose narrative how the heroine Lalla Rookh undertakes her 
journey from Delhi to Kashmir in order to marry the king of Bucharia, and how she is 
diverted by the four Oriental tales - "The Veiled Prophet of Khorassan", •'The 
Paradise and the Peri", "The Fire-Worshippers", and "The Light of the Harem ' told 
by a Kashmiri poet named Feramoz, with whom she falls in love during her journey 
and who turns out to be her intended bridegroom king in disguise. 
The four narrative tales of the poem exhibit Moore's interest in Oncntal 
characters, landscapes, customs, manners and traditions. The first tale is supposed to 
be taken from the "Islamic history and is based on the revolt of Al-Muqanna against 
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the third Abbasid Caliph, Al-Mahadi" (Yaqub 53). This tale deals with the veiled 
prophet Mokanna, who is "so called because of his habit of wearing a veil over his 
face in order to conceal according to his followers; its radiance, according to his 
opponents; its deformities" (Lewis 111). Mokanna is presented as a cruel Oriental 
despot. He has a 'rich divan' (a Persian word used for a palace). His voice resembles 
with 'deep and dread' voice of Monkar (in Islamic belief, Monkar is regarded as an 
angel who interrogates the dead in graves). His objective is to cause the battle of 
'Beder' against the Muslim emperor Al-Mahadi and to wrest power. He uses beautiful 
women of his 'harem' (a secluded house used for Muslim women) for tempting the 
Muslim soldiers to join his side. He misguides these soldiers into fighting his battles. 
Gregory notes that Mokanna "mirrors Milton's Satan, as, although venomous, he is 
portrayed as audacious, defiant and supreme exploiter of the evils of humanity". 
When his followers come to know about his villainy, they attack his 'harem' and he 
commits suicide by drowning himself in a burning cauldron. 
In this tale Moore presents the love story of Azim and Zelica. Azim is a 
Muslim soldier. He loves Zelica and accepts her as 'his own dear maid'. His patriotic 
sense of duty compels him to separate from Zelica for time being and to join 
Mokanna's forces. He fights in many battles for Mokanna. When he comes to know 
that Mokanna is the villain who had separated him from Zelica and misguided him, he 
joins the forces of Al-Mahadi and attacks Mokanna's palace. He is shocked very 
much when he identifies the dead body of Zelica, and spends the rest of his life, 
seeking redemption for the soul of Zelica. 
In this tale Zelica is the heroine whom Moore invests with some Oriental 
traits. She is a beautiful young Muslim woman. She uses 'leaves of henna' (a tropical 
shrub) for dyeing her hair and nails. She uses 'Kohol's jetty dye' (a kind of eye 
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cosmetics used by women in the Orient). She makes up herself in a way that she 
appears to be one of the 'Houris' (a word used in the Quran to describe the virgins of 
paradise). Moore compares her beauty with that of Leila (a popular female figure 
depicted in Arabic and Persian literature). It is the charm of her 'bright eyes' b> which 
she wins young Azim's heart. 
Zelica leads her life dictated by the traditional Islamic belief system She is a 
devoted faithful beloved. When she feels uncertain of her lover Azim's return from 
the battle, she does not shed any drop of tears but only invokes 'Allah'. She believes 
that Azim was killed in the battle. She joins Mokaana's palace as a maid in the hope 
of becoming the bride of her lover in the Hereafter. When Mokanna uses her "as a 
cynical combination of inspiring goddess-figure and sexual lure, in order to eroticize 
his cult of revolution" (Vail, Paral2), she becomes aware about Mokannas real 
deceptive nature. She convinces her fellow maids and thus raises voice against the 
veiled prophet. 
The second tale of the poem, entitled "The Paradise and the Peri" presents 
how the Peri (a term signifying a spirit in the Persian mythology) gets a chance of 
entering the gates of paradise by bringing 'the gift that is most dear to Heaven'. 
The third tale, "The Fire-Worshippers" recounts the story of the Arab ruler Al-
Hassan's daughter Hinda and the leader of the Fire Worshippers, Hafed. In this tale 
Moore describes how Hafed frees his homeland from the Arab Muslims led by the 
queen-like personality Hinda. The story is the pretext for relating the love affair of 
two Irish patriots, Sarah Curran and Robert Emnet. Yaqub points out the "analogy 
between the struggle of the Ghebers against the Arab tyrants and the struggle of the 
Irish people for religious and political freedom from the British rule. By attacking the 
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Arab rulers, Moore in fact condemns the oppressors of his own country and thus 
escapes the fear of censor" (60-61). 
The last tale of the poem, "The Light of the Harem" portrays the story of the 
quarrel between Jahangir (1569-1627), the fourth Mogliul emperor of India and his 
wife, Noormahal (popularly known as Noor Jahan) and their mutual understanding at 
the valley of Kashmir. The setting of this tale lends a real charm of the Orient to the 
poem. In this tale Moore alludes to legendary figures like Jamshid, Solomon etc, and 
exotic palaces, gardens and flowers. 
All the above mentioned tales act as a connecting thread to the prose narrative 
of the poem. To sum up, these tales of the poem contain "the stock details of what the 
East was supposedly like: doe-eyed women in abundance, languishing with love and 
expiring of desire, wicked men who kept them in captivity, rich banquets gorgeous 
brocades and cashmeres, jewels, perfumes, music, dance, and poetry" (Kabbani 34). 
Moreover, Moore's uses of footnotes, explanations, similes, etc. regarding the 
Oriental landscapes, characters, customs, traditions and manners in all the tales 
constitute his Orientalism. 
"Loves of the Angels" (1823) is another Oriental poem which Moore 
composed on the "Eastern story of the angels Harut and Marut, and the Rabbinical 
fictions of the loves of Uzziel and Shamchazai" (278). It contains the love story of the 
three fallen angels. It portrays how the three celestial angels fell in love with the three 
earthly women and how they recall their love for which they lost heaven. Jones H 
criticizes the story of the poem for its "blending of heavenly eroticism and theology" 
(218). In its Orientalized edition, Moore however changed "all Biblical allusions into 
Islam ones and supplied annotations which refer to the Quran and Prophet 
16 
Muhammad and these references in turn are themselves marred by a polemical note" 
(Siddiquee217). 
"Gazel", "Cashmerian", "Ode to the Sublime Porte" are other poems by 
Moore which contain comparatively lesser Oriental material. Moore wrote "Gazel" in 
the style of Persian lyric verse ghazal. This poem is addressed to 'Maami' and alludes 
'Yemen's vale' where the exotic roses bloom beautifully and the nightingale produces 
its sweet song. In "Cashmerian" Moore alludes to the air which blows over the valley 
of Kashmir. The "Ode to the Sublime Porte" deals with the 'Great Sulian' who 
announces his Oriental decree in his 'state compositions'. 
George Gordon Byron (1788-1824) 
Among all the Romantic poets who possessed the first-hand knowledge of and 
had their familiarity with the Orient, the most significant one is George Gordon Byron 
(1788-1824) popularly known as Lord Byron. It is because he had made an extensive 
reading of "the books - particularly travel books written by people more experienced 
than himself - to get his ideas about the Orient in context" (Cochran 3). His study of 
the travel books prompted him. to visiting many countries - Portugal, Spain Malta, 
Greece, Belgium, Turkey and Albania. The experience which he had during the 
course of his journey stirred much his imagination. According to Oueijan: 
Lord Byron was the only Englishman who truly experienced the Orient by 
assimilating himself into the culture...Unlike those who actually toured the 
East for merely political and/or religious propaganda and presented distorted 
images of the Eastern world and its peoples, or those who for purely academic 
reasons employed their time in recording their observations of its antiquities 
and archeology, Byron spent his time in living , enjoying, and studying 
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Oriental life and culture for its own wealth as well as for its existing exoticism 
{A Compendium 18). 
"Childe Harold's Pilgrimage" (1812-19), "The Giaour" (1813), "The Bride of 
Abydos" (1813), "The Corsair" (1814), "Lara" (1814), "The Siege of Corinth" (1814) 
"Beppo" (1818) and "Don Juan" (1819-24) are some of his poems which reflect his 
interest in and understanding of the Orient. Of these poems, I have discussed "The 
Giaour" (1813) thoroughly with reference to its Oriental characters, customs, diction, 
adventures, allusions and landscape. 
During his tour to the Orient, Byron had witnessed an actual incident of the 
drowning of a Turkish giri into the sea for her involvement in an illicit love affair. 
This constitutes the framework of his poem, "The Giaour" (1813). He published the 
poem with a subtitle "A Fragment of a Turkish Tale". In this poem he depicts the 
story "of a female slave, Leila, who loves the Giaour... and is in consequence bound 
and thrown in a sack into the sea by her Turkish lord, Hassan. The Giaour avenges her 
by killing Hassan, then in grief and remorse banishes himself to a monastery" 
(Drabble and Stringer 280). 
In this poem Byron marks the presence of Leila, Hassan and the Muslim 
fisherman with some Oriental traits and of the Giaour with both the Eastern and 
Western creed. Leila, the heroine of the poem, embodies some conventional features 
of an Oriental female. She is a woman of fair complexion. She is described with the 
help of Oriental images. Byron compares her 'eye's dark charm' with 'that of the 
Gazelle'; the blush of 'her fair cheek' with the 'young pomegranate's blossom'; her 
beauty with the 'purple wing' of the butterfly found in the 'emerald meadows of 
Kashmeer'. She has long hair and 'her feet' are more 'whiter than the mountain sleet'. 
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It is her beauty which brings about her marriage with the Turkish lord, Hassan. 
Although she is a beautiful woman, she does not have any power to live her lite. She 
feels herself to be exploited at the hands of her husband. Her beauty thus seems 
meaningless to her. She continues her life living passively in her husband's harem, 
which stands for "the most prevalent symbol in Western myths constructed around the 
theme of Muslim sensuality" (Peirce 3). But her life turns her into a hope when 'her 
fair cheek's unfading hue' attracts an attention of the Venetian man, the Giaour. She 
becomes aware of the Giaour's love and chooses herself to live the rest of her life 
with the Giaour. However, when she makes an attempt to break the bondage of her 
husband and escape from her husband's harem in a male dress for the Giaour, she is 
caught by her husband. She is condemned by the customs of the Turkish society for 
her relationship with the Giaour. Oueijan comments that to "the Giaour Leila's love 
substitutes for the wine he does not taste; to Hassan her sin is the black spot which he 
must wash away" {The Progress 97). Byron points out that Leila is used as an object 
both by Hassan and the Giaour. 
Byron depicts Hassan's character with features of a typical Turkish man. 
Hassan is black in colour. He appears as 'an Emir' wearing 'the garb of green', 
'turban', and 'palampore' in 'flowing robe', 'calpac', and 'caftan'. He curls 'his beard 
with ire'. He strictly follows the Islamic laws. His strong faith in his cultural tradition 
of honour becomes clear that when he finds his wife, Leila breaking the bondage and 
courting her Venetian lover, the Giaour, he drowns her into the sea with the help of 
the Muslim fisherman at night, thus proving himself to be a 'true Osraanii'. He 
appears as a faithfiil Turkish Muslim and he hates the Giaour for his '\dle faith', 
'pallid brow', and 'evil eye'; 'his eye' glares 'with fierce fire' at the time his rage; his 
'frown and fijrious word' are 'dreaded more than hostile sword' which metaphorically 
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reflects his 'stem' personality. However, he dies like a true Muslim calling 'the 
Prophet' and the'Alia': 
He called the Prophet, but his power 
Was vain against the vengeful Giaour: 
He called on Alia - but the word 
Arose unheeded or unheard. 
(The Giaour, 679-682) 
The Muslim fisherman is another important character, for he had watched the 
Giaour killing Hassan: 
Woe to that hour he came or went! 
The curse for Hassan's sin was sent 
To turn a palace to a tomb; 
He came, he went, like the Simoom, 
That harbinger of Fate and gloom. 
Beneath whose widely-wasting breath 
The very cypress droops to death -
(The Giaour, 279-285) 
He calls the Giaour a 'false infidel' for having an illegitimate relationship with Leila. 
He 'abhors' the Giaour's race. He believes in the Oriental superstition of the 'evil 
eye' which he marks in the Giaour. He condemns not only the Giaour for his sin of 
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killing Hassan, but also Hassan for his 'stem' attitude, leading to the tragic death of 
Leila. Moreover, he despises Leila for her tendency to break the bondage of Hassan 
and to involve herself in an illicit affair with the Giaour. His disdainful attitude to the 
Giaour, Hassan and Leila thus provides a colour of personal and racial stereotype to 
the poem. 
Although the fishennan points out Hassan's tyrannical view, he expresses his 
sympathy when Hassan drowns Leila in order to prove himself a 'true Osmanlie' and 
dies calling 'the Prophei' and the 'Alia'. His references to the Oriental images and 
allusions - namely 'the jewel of Giamschid', 'the Gazelle', the 'hyacinthine", 'the 
young pomegranate's blossom', the 'purple wing' of the Kashmiri butterfly, the 
Rose' and 'Sultana of the Nightingale' used for Leila and her beauty; 'the Simoom', 
'false infidel', 'evil eye' used for the Giaour; 'Emir', 'the garb of green', 'palampore', 
'calpac' used for Hassan; and 'Alia', 'Bismillah', 'Bairam's feast', the 'crescent', 
'haram', 'minarets', 'Ramadan', 'salam' used for Islam and its cultural traditions -
also add to the Oriental atmosphere of the poem. 
Byron's depiction of Giaour, a name given by the Muslim fisherman, has 
some threads of both the Eastern and Western creed. The Giaour appears riding his 
sable steed towards the Hassan's palace. The movement of his 'startled steed' is 
compared with 'the hurled on high jerreed'. He has black hair and 'evil eye'. He is 
invested with the 'Christian crest and haughty mien'. His physical presence near the 
Hassan's palace is likened to 'the Simoom' making him "an agent of fate and a force 
of nature that changes irretrievably the order of things" (Kidwai, Orientalism 155). 
The Giaour seems to be a worshipper of love and beauty. He is fascinated with 
Leila's 'eye's dark charm' and 'her fair cheek's unfading hue'. He proposes to Leila 
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for her hand yet this is dismissed by the honour code of Turkish society, for Leila is 
already a wife to Hassan. When he sees Leila being exploited at the hands of Hassan, 
he makes a plan for taking Leila away from Hassan's palace. The news of his plan 
reaches Hassan and he is found guilty of his secret relationship with Leila. He is 
labelled as the 'false infidel' and 'the accursed Giaour' and 'the faithless Giaour' by 
the Muslim fisherman and the distraught Hassan. The Giaour speaks of his 
relationship with Leila as pure as Hassan's. He passes a scomfiil remark against 
Hassan and calls Hassan as 'ungrateful fool'. However, when he receives the news of 
Leila's killing by Hassan, he prepares himself for avenging Leila. He enters Hassan's 
palace wearing an 'Amaut garb' (a typical Albanian cloth) and kills Hassan with his 
'jet-black barb'. He confesses his sin of killing Hassan, for Leila was 'a form of life 
and light' to him. Hence it is noticed that his "method of attack is consistent with the 
Albanian practices" (Wiener 149). He pays this tribute to Leila: 
But say, oh say, hers was not Guilt! 
She was my Life's unerring Light: 
That quenched - what beam shall break my night? 
Oh! would it shone to lead me still. 
Although to death or deadliest ill! 
(The Giaour, 1145-1149) 
In this poem Byron displays his interest in Islamic traditions and culture. 
Amid all his references to the traditional perspectives of Islam, the most prominent 
are: 'crescent', 'Rhamazan' (the month of fasting observed by the Muslims) and 
'Bairam' (the festival celebrated at the end of the Muslim month of fasting). He notes 
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that the MusUm fisherman looks at the 'crescent' moon appearing on the sky before 
the Muslim month of fasting and the 'Mosque's high lamps' through 'the olive wood'. 
He reports also that the Giaour joins the Muslims during the celebration of "the 
Bairam's feast', thus adding local colour to the poem. In addition, Byron employs 
some other Oriental words - for instance, 'Allah', 'Al-Sirat's arch', 'Bismillah', 
'Eblis' throne', 'Emir', 'Houris' eyes', 'calpac', the 'Koran verse', 'Monkir's scythe', 
'Muftis', 'palampore', and 'salam'. 
Byron's "Childe Harold's Pilgrimage" (1812-19) has an exotic colour with its 
topographical representation. In the first canto Byron depicts the adventurer of a 
ficfitious character, named Harold, in Portugal, Spain, Malta, Albania, Belgmm, 
Greece, Turkey, the Rhine, Jura and the Alps. More importanfiy, he "describes 
Albania and its wild and exotically clad people and laments the lost liberty of his 
beloved Greece" (Roodi 63). In the second canto he describes Harold's journey 
through Albania, Greece and parts of the Orient. In this canto Byron portrays Ali 
Pasha, the Albanian leader whom he had met in 1809. He alludes to Hafiz, a great 
Persian poet. He makes some other references to Islam and Muslim, underscoring his 
interest in the Orient. The remaining cantos contain lesser Oriental material than the 
first two cantos, yet these are remarkable for their Oriental setting. 
"The Bride of Abydos" (1813) is another one of Byron's Turkish tale. In it 
Byron dramatizes a tale of the beautiful daughter of the 'old Giaffir', Zuleika who 
loves Selim, son of her father's brother Abdallah, and dies immediately after 
receiving news of Selim's killing by her father's men. It is Byron's only Turkish 
poem in which "the characters and the costume and the tale itself...are Mussulman" 
(Marchand 175). 
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"The Corsair" (1814) is the third poem, included in Byron's Turkish Tales. 
The Concise Oxford Companion to English Literature states: "Conrad, a pirate chief, 
is warned that the Turkish Pacha is about to descend upon his island. He leaves his 
beloved Medora, arrives at the Pacha's rallying-point, and introduces himself as a 
dervish escaped from the pirates. His plans go amiss. He is wounded and taken 
prisoner, but he has rescued Gulnare, the chief slave in the Pacha's harem, from 
imminent death. She falls in love with him and brings him a dagger with which he 
may kill the Pacha in his sleep. Conrad resists, whereupon she kills the Pacha. They 
escape and arrive at the pirate island to find Medora dead from grief Conrad 
disappears and is never heard of again" (158). Like "The Giaour", this poem also 
introduces characters, customs, diction, adventures, imagery, allusions and landscape 
pertaining to the Orient. 
"Lara" (1814) is Byron's another poem. In this poem Byron describes 
rebellious adventures of a non-Oriental hero, Count Lara having some resemblance 
with Conrad, the heroic figure in "The Corsair". He talks about the Greek people who 
raise their voice against the Turkish rule. 
Byron's next Oriental poem is "The Siege of Corinth" (1816). He composed 
the narrative of this poem on the basis of a historical event which occurred in 1715. 
This poem highlights the nafionalistic attitude of the Venetian people and their 
conquest over the Turks. 
"The Tale of Calil" (1816), too reflects Byron's view about the Orient. Its 
setting is a place called Samarkand that has some resemblance to the Central Asia. 
The theme of the tale is "vaguely Arabic or Persian; the political plot of the story, 
meanwhile, can be traced to contemporary accounts of decadent Moghul princes in 
India, and to Timur, their Mongol ancestor" (Almeida and Gilpin 55). 
24 
Byron's "Beppo: A Venetian Story" (1818) also displays his interest in the 
Orient. He wrote this poem on the model "of the Italian Renaissance authors of 
burlesque epic, Luigi Pulci and Francesco Bemi" (Daiches 928). It tells the story how 
a Venetian wife fell in love with a servant at a Venetian carnival in the absence ot her 
husband, Beppo who was presumed dead in a shipwreck, and how her husband 
returned to her in an Ottoman garb and confronted the servant. 
"Don Juan" (1819-24) is another famous epic poem which consists of sixteen 
complete cantos (I - XVI) and a fragmented canto (XVII). It presents the adventures 
and achievements of the heroic figure, Don Juan, and also demonstrates Byron's 
interest in the Orient and its culture. In this poem Byron explores Oriental characters, 
setting, narrative and imagery. His Muslim characters are: Baba, Gulbeyaz, Sultan, 
and Leila. He employs Oriental material in order to explore political, social and 
religious issues of his time. 
Percy Bysshe Shelley (1792-1822) 
Percy Bysshe Shelley (1792-1822) is another representative poet of the 
Romantic era. Some of his poems, namely "The Indian Serenade" (1811), "Zeinab 
and Kathema" (1811), "Queen Mab" (1813), "Alator" (1816), "Revolt of Islam" 
(1817), and "From the Arabic: An Imitation" (1821) reflect his interest in the Orient. 
"The Indian Serenade" (1811) is a lyrical love poem in which he represents the Orient 
with reference to Champak (a word used to denote an evergreen Oriental tree with 
yellow-coloured flowers of sweet fragrance). He reports that the flowers of this 
Oriental tree bloom beautifully in the dark starlit night and spread their fragrance with 
the 'wandering airs'. He draws the equation of the 'Champak odours' with the sweet 
song of the nightingale, a favourite image often used by most of the Romantic poets. 
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He describes that even the strong fragrance of these flowers fails to wake the lover 
from the dream of his beloved. 
Shelley's next poem, "Zeinab and Kathema" (1811) depicts two characters -
Kathema and Zeinab. Kathema is the hero of this poem. He is seen standing on the 
sandbank of Cashmire (now known as Kashmir), recalling the 'sweet memories' of 
Zeinab, his childhood beloved. He felt excited by the past memories of 'life's 
unveiling mom with all its bliss and care' in his youth. He thought that the 
'childhood's moments' shared with Zeinab gave him both 'life and freedom'. But he 
fainted with 'the veil of hope' when he received the news of Zeinab's abduction by 
the 'Christian murderers'. He stood before 'the world's wide and drear expanse' and 
imagined himself 'so prompt to blight, so strong to save' his beloved. He made a plan 
of journey, starting from his native Cashmire's vale' to 'England's shore' for 
searching Zeinab. He felt weak with 'cold and an unappeased hunger' while steering 
his ship towards the 'far England's shore'. But he never lost his 'hope' of finding 
Zeinab. He overcame all the hurdles supplemented with the 'gleams of baleful light', 
the 'pestilential mists, the darkness and the woe'. He reached the 'wild heath' of 
England on 'an evening' of 'dark December' and kissed 'the soil in which his hopes 
were sown'. It was the 'wild heath' where he became more curious to seek Zeinab, 
yet his 'strength; sensation failed in total languishment'. When he fell asleep on the 
ground, 'a damp deathy smell' suddenly awoke him. He wandered over the whole 
landscape and finally saw 'a dead and naked female form' hanging 'from a gibbet 
high'. He idenfified the 'shapeless visage' of the ghastly dead body with that of 
Zeinab in 'the fitfiil moonbeams'. He felt mentally disturbed and uttered the following 
lines: 
Yes! In those orbs once bright with life and love 
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Now full-fed worms bask in unnatural light; 
That neck on which his eyes were wont to rove 
In rapture, changed by putrefaction's blight, 
Now rusts the ponderous links that creak beneath 
Its weight, and turns to life the fruitfiil sport of death 
(Zeinab and Kathema, 145-50) 
The above passage hints also that Kathema became paralyzed without Zeinab and 
hanged himself next to Zeinab's corpse in order to join her as 'corruption's pre>. or 
Heaven's happy guest'. Shelley depicts the image of a brave Oriental lov'er in 
Kathema. 
Zeinab, a name which Shelley perhaps borrows from Southey's Thalaba the 
Destroyer (1801) has some Oriental traits. She is a beautiful young woman. She 
attracts the attention of Kathema with her beauty and Kathema falls in love with her. 
Her physical beauty is likened to the natural beauty prevailing in the 'Cashmire's 
vale' during the autumn season. Moreover, it is her beauty that prompts Kathema to 
search for her after her kidnapping by the 'Chrisatian murderers'. 
Throughout the poem Zeinab appears as an innocent as well as a brave 
woman. She led her life in her own style. When she was kidnapped by the 'Christian 
murderers' and taken 'to grace the robbers' land', her 'innocent habits were all rudely 
shriven'. She made attempts to fight with the 'human race' seeming 'leagued against 
her weal'. But she fell in a 'childish night of guileless love' turning her later to 
'prostitution, crime and woe'. When she realized the real value of her 'life and love', 
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she waged 'ruthless war' with 'arms of bold and bloody crime' against the treachery. 
But she was killed and her dead body was attached with 'a gibbet high swung to the 
sullen storm'. 
True to the convention of literary Orientalism, the locale of the poem stands 
out for its exotic wealth. Shelley refers to the valley of Kashmir with its flora growing 
naturally in the autumn season. He points to the abundance of fair flowers and ripe 
fruits in the landscape. More significantly, he reinforces the halo of the locale with a 
reference to 'Heaven and Earth are ever bright and kind'. Nevertheless, the sudden 
arrival of 'chilling wind' from 'Albion's changeful skies' creates an obstacle and 
'natural spirits' disappear from the vale of Kashmir and at the same time 'forms 
unpinched by frost or hunger gripe' appear on the landscape. In this poem thus "the 
East/West dichotomy teems with colonial implications metaphorically grafted onto a 
similar moral paradigm: the Indian 'East' is a vanishing Utopia, the British 'West' the 
expanding world of sinfulness destroying an Indian Eden" (Johnson 223). 
"Queen Mab" (1813) is Shelley's first mature work that is somewhat a parallel 
to Sir William Jones's "The Palace of Fortune: An Indian Tale" (1769) in its thematic 
context. Khan notes that "both poems tell of a sleeping maiden (lanthe in QM), who is 
taken up to a fairy-court by a supematural figure (the goddess Fortune in Jones's 
poem; the queen of spirits Queen Mab in Shelley's poem) and who is shown realistic 
visions by the supematural figure, who seems to know all about mankind" (47). This 
poem introduces some Oriental vocabulary and the characters with the Oriental spirit. 
The locale of the poem is also important for its Oriental setting. 
"Alastor" (1816) is another long poem in which Shelley represents the Orient 
in the form of a speaker who recounts a series of journeys of the young fictitious 
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'Poet' to some Oriental countries, including those of Arabia, Persia, 'the wild 
Carmanian waste', 'the aerial mountains' pouring down 'Indus and Oxus trom their 
icy caves' and 'the vale of Cashmire' (presently known as Kashmir). The 'Poet' 
undertook his journey tc 'seek strange truths in undiscovered lands'. He rejected 'an 
Arab maiden' who secretly liked him and brought food for him 'from her father's 
tent'. More importantly, he had a visionary dream in which he saw a 'veiled maid' 
singing a melodious song to him on the theme of 'knowledge and truth and virtue' 
and 'lofty hopes of divine liberty' and fell in love with her. When he awoke fi-om his 
dream, he found himself alone and was left with the question: 'Whither have tied / 
The hues of heaven that canopied his bower / Of yesternight?' (197 - 199). He started 
searching for the ideal vision of the 'veiled maid'. The scenery of the poem is 
Oriental. Kidwai notes that this poem "shows the influence of Thalaba botli in 
employing Oriental mythology and in its imperialist tenor" {Literary 25). 
Shelley's epic poem "The Revolt of Islam", originally appeared entitled as 
"Laon and Cythna" in 1817. In this poem Shelley depicts the theme of the l^rcnch 
Revolution, though in an Oriental setting. Jones F explains that the "scene is supposed 
to be laid in Constantinople and modem Greece, but without much attempt at minute 
delineation of Mahometan manners. It is in fact a tale illustrative of such a Revolution 
as might be supposed to take place in an European nation" (563-4). 
In another poem, "From the Arabic: An Imitation" (1821) Shelley shows his 
interest in the Orient by borrowing the material ft-om Terrick Hamilton's Aritar, a 
Bedoueen Romance (1819). 
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John Keats (1795-1821) 
John Keats (1795-1821) is an important poet in the "group of second-
generation Romantic poets who blossomed early and died young" (Daiches 915). He 
drew paradigms of the Orient in "To the Nile" (1818), "Book IV" of Endymion (1818) 
and "The Cap and Bells" (1819). His sonnet, "To the Nile" which he composed in 
1818 is reflective of his interest in the Nile. He imagines that the Nile originates with 
'pleasant sunrise' from the mountains of Africa and flows through a wide desert. The 
African farmers harvest the crops on the fertile lands of the river with hard 'toil', and 
the river becomes a subject of 'honour' in their life. In contrast, the river creates 'a 
barren waste' between 'Cairo and Decan' when it follows a long drought. 
Keats's imagination which rises from 'the old Moon-mountains' leads him to 
be an African traveler calling the fertile lands located by the Nile 'fruitfiil'. The Nile 
acts as a muse for his sonnet, although its mysterious course halts his imagination at 
the time of making 'a barren waste'. The discourse of his thought over Africa and the 
Nile demonstrates his creative imagination. 
In this sonnet Keats makes an effort to identify himself with Africa and the 
'inward span' of his poetic imagination with that of Nile's journey into Africa. Wassil 
rightly comments that "Keats's representation of the Nile in his sonnet "To the Nile" 
(February 1818) is a fusion of dichotomous perspectives, the pragmatic English and 
the fascinated French, and thus an attempt at reviving Oriental commonplaces but 
without the baggage of imperial intention" (432). 
In "Book IV" of Endymion (1818) Keats represents the Orient in the form of 
"an Indian Maid, lonely and hungering for human love" (Bate 190). The Indian maid 
appears with 
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.. .No fair dawn 
Of life from charitable voice? No sweet saying 
To set my dull and sadden'd spirit playing? 
No hand to toy with mine? No lips so sweet 
That I may worship them? No eyelids meet 
To twinkle on my bosom? ... 
{Endymion, Book IV, 44-49) 
From the above quoted lines it becomes clear that Keats marks her with humble 
nature. He illustrates further that her sudden appearance captures the attention of the 
shepherd hero, Endymion at a time when he, being in love with Cynthia (goddess of 
the moon) in his dream, falls under an attack of long-suffering, out of his lo\'e for 
Cynthia. 
Keats identifies the presence of this Indian maid with vibrant nature of her 
'Fair Melody', signifying some relief for Endymion. Her song that Endymion listens 
to reduces his intense sufferings and he addresses her: 'I must be thy sad serxant 
evermore' (303). The course of his sufferings out of his love for Cynthia thereafter 
diverts and he finds himself in love with this Indian maid asking: 'Wilt fall asleep? 
(320). 
Keats points out that Endymion's falling in love with the Indian maid 
stimulates anxiety in him for Cynthia, leading him to be in the divided soul. He relates 
the fact that when Endymion goes to the 'Cave of Quietude' in order to seek himself 
out of his intense sufferings, he feels the sensuous presence of the Indian maid. The 
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shepherd hero recovers from his search of being in Cynthia's love and announces his 
acceptance of the earthly love of the maid. The moment he goes with a purpose of 
meeting the maid at a place filled with 'the gloomy wood in wonderment', he finds 
the maid suddenly transforming into Cynthia. Thus he reaches his ideal of union with 
Cynthia through his acceptance of earthly love. 
Throughout the Book IV of the Endymion Keats states that the love between 
Endymion and the Indian maid provides sensuous space for his imagination. His 
allusions and references to 'an eastern voice of solemn mood', 'Ganges and their 
pleasant fields', 'Indian streams', 'Asian elephants', 'Arabian prance', 'Osirian 
Egypt', 'Abyssinia'. 'Old Tartary', and the 'swan of Ganges' add Oriental touch to 
the poem. Moreover, the expressions like 'dewy forest', 'air of visions', 'the 
monstrous swell', 'dove's nest among summer trees', 'fairy fishes fi-om the mountain 
tarn', 'amber shells' and 'enchanted wells' reflect the horizon of his imagination 
related to an exotic world. The Indian seting acts as a "key to the specific enabling 
forces behind the joyous expressions of the final book" (Watkins 47). However, in 
this book Keats's "Orientalism is primarily a question of style, an imperial heraldry 
uncomplicated by the anxiety of empire" (Leask 125). 
In "The Cap and Bells" (1819) Keats introduces Oriental material with 
reference to the Indian court and its emperor. The locale and machinery also play a 
significant role in its Oriental context. 
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CHAPTER II 
British Romantic Women Poets: An Overview 
This chapter anticipates the study of the British Romantic women poets who 
produced their works in the traditional discipHnes dominated by the male poets, and 
contributed significantly in the canonical traditions of the Romantic period Ihis 
chapter highlights how the aspiring women poets of the age depicted their concerns in 
their works with what they witnessed the various issues of contemporary society. Ihis 
chapter demonstrates also that these women poets used their philosophical and 
sentimental attitudes, and modulated them in their works. 
In the purview of this chapter, I have drawn the biographical account of 
eighteen British Romantic women poets who captured the culture and tradition of 
their society and reflected them in their writings. In cases of life span of these women 
poets, I have mentioned only the year of their birth and death, leaving out the dates of 
their birth and death, for the dates seemed contradictory to me. Even in some cases I 
have not mentioned the life span of those notable personalities who became associated 
with the works and lives of these women poets. The biographical account of these 
women poets is as follows: 
Anna Seward (1742-1809) 
Bom in 1742 at Eyam in Derbyshire Anna Seward was the eldest daughter of 
Thomas Seward and Elizabeth Hunter. She was educated at home. After her father's 
appointment as Canon Residentiary of Lichfield Cathedral in 1750, she went to 
Lichfield along with her parents. She formed a close relationship with Honora Sneyd, 
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who entered in the Seward household as an adopted child. But their relationship came 
to an end in 1773, when Honora Sneyd got married to Richard Lovell Edgeworth (the 
widowed father of Maria Edgeworth). 
Seward started verse-writing in her early youth. But her literary life was 
flourished by the publication of her first poem, "Elegy on Captain Cook" in 1780, the 
year of her mother's death. The following year she composed "Monody on Major 
Andre" on the subject of hanging of Major Andre. She visited the Lady Miller's home 
in Bath-Easton for the purpose of meeting with the aspiring poets of the contemporary 
period. It was here that she published Poems to the Memory of Lady Miller in 1782. 
Two years later, she published a sentimental and epistolary poetical novel, Louisa. 
During this time she also wrote a number of sonnets, odes, epilogues and elegies and 
published them in the Gentleman's Magazine. She won her reputation as a poet and 
was given the title; The Swan of Lichfield. 
Seward became one of the members of a literary circle that was formed by 
William Hayley, Dr. Erasmus Darwin, Thomas Day, and Richard Lovell Edgeworth. 
She supported the French Revolution, but she "reprimanded Hellen Maria Williams 
for her radical attachments, and expressed strong reservations about Charlotte Smith's 
advocacy of suicide in her translations from Petrarch and Goethe" (Wu 27). She also 
corresponded with Henry Cary, Robert Southey, Samuel Taylor Coleridge, Hannah 
More, and other intellectuals of the Romantic period. 
After her father's death in 1790, Seward decided to spend the rest of her life in 
Lichfield. In 1795, she visited Llangollen and won admiration of the two famous 
ladies of Llangollen, Lady Eleanor Butler and Miss Sarah Ponsonby. She published 
Llangollen Vale and Other Poems in 1796. 
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In her lifetime Seward was greatly influenced by Dr. Erasmus Darwin, Robert 
Bums and William Wordsworth. She collaborated with Darwin in her publication of 
Memoirs of the Life of Dr. Darwin (1804). She also corresponded with Sir Walter 
Scott who visited Lichfield in 1807. She urged him to be her posthumous editor. She 
died in 1809 and was buried in Lichfield Cathedral. After her death, Scott edited her 
Poetical Works in three volumes and published them in Edinburgh Journal in 1810, 
The following year A. Constable published her six volumes of letters, entitled Letters 
of Anna Seward 1784-1807 in the same journal. 
Anna Laetitia Barbauld (1743-1825) 
English Romantic poet, essayist, and children's author, Anna Laetitia 
Barbauld was bom in 1743 at Kibworth-Harcourt in Leicestershire. Right from her 
childhood she was keen on learning new subjects. Her mother noticed her enthusiasm 
and wrote: "I once indeed knew a little girl who was as eager to learn as her 
instructors could be to teach her" (Le Breton). Her literary interest, thus, helped her 
learning Latin, Greek, French, Italian, and many more languages. 
In 1758, Barbauld went to Warrington, where her father, the Reverend John 
Aikin was appointed as a theological teacher at Warrington Academy. It was in 
Warrington where she stayed "for fifteen years and formed long friendships with 
some of her father's colleagues and their families, most notably Joseph Priestley and 
William Enfield" (Ashfield, Vol.2, 41-42). In 1773, she published her first volume of 
miscellaneous Poems that would later elevate her to the position of a renowned 
literary figure in England. In the same year she collaborated with Dr. John Aikin and 
published Miscellaneous Pieces in Prose. 
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In 1774, Barbauld married Rochemont Barbauld, who was a member of a 
French Protestant family and a former pupil of Warrington Academy. After her 
marriage, she went to Palgrave in Suffolk with her husband. In Suffolk she started 
teaching at a boarding school established by her husband. During her teaching career 
she thought not to have a child of her own and that is why she adopted her brother's 
son, Charles. In Suffolk she wrote a book, Lessons for Children (1778-9) which 
became a children's classic in the Romantic Period. She published another book for 
children, entitled Hymns in Prose for Children (1781). 
Barbauld left the boarding school of Suffolk in 1785 and travelled to France 
with her husband. Next year she and her husband moved to Hampstead, for her 
husband's health was deteriorating in France. During her stay at Hampstead she 
became a close fiiend of the playwright, Joanna Baillie, and later she involved herself 
in political writings. She wrote a radical essay, "An Address to the Opposers of the 
Repeal of the Corporation and Test Acts" in 1790. She published "Epistle to William 
Wilberforce" (1791) that marked the slave trade and highlighted the causes of the 
social and cultural follies of the then contemporary Britain. In 1792, she published 
two sermons - "Sins of Government" and "Sins of Nation" - that displayed moral 
aspects of the citizen and the responsibility of the government. She collaborated with 
her brother and published a six-volume series of miscellaneous stories, fables, dramas, 
poems and dialogues, entitled Evenings at Home (1793">. She also edited Mark 
Akenside's The Pleasures of Imagination in 1795 and William Collins's Odes in 1797 
respectively. 
In 1802, Barbauld went to Stoke Newington where her husband took charge of 
the pastoral duties of a chapel. In Stoke Newington she started editing essays on some 
prominent literary writers and their works. She edited the most influential essays, 
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called Selections from the Spectator, Tatler, Guardian, and Freeholder, with a 
Preliminary Essay in 1805. It was here that she reached the peak of her literary 
career. But a blow came in her life when Rochemont developed a "violent antipathy 
to his wife and was liable to fits of insane fury directed against her" (Rodgers 136) 
and was ultimately separated in 1808. In the same year when she got the news of her 
husband's drowning in the New River, she became heart-broken and stopped her 
writing career for a while. However, she overcame the situation and wrote a fifty-
volume series of The British Novelists in 1810. The following year she published an 
anthology of literature. The Female Speaker, comprising the poetry and prose of 
Alexander Pope, Hannah More, Maria Edgeworth, Samuel Johnson, James Thomson 
and Hester Chapone. In 1812, she wrote her last radical poem, "Eighteen Hundred and 
Eleven". The poem was criticized so harshly that she did not write anything else in 
her life after it. She died in 1825 and was buried in Stoke Newington. 
Hannah More (1745-1833) 
Hannah More, daughter of Mary Grace and Jacob More, was bom in 1745 in 
Gloucester, United Kingdom. Under the guidance of her parents she learnt Latin, 
French and Mathematics at an early age. She attended a boarding school that was 
established by her elder sister, Mary at Trinity Street in Bristol. She was appointed as 
a teacher in the same school in her early twenties. 
Her literary career started with the publication of some innovative pastoral 
dramas. In 1772, she wrote The Search After Happiness: A Pastoral Drama that 
brought success to her immediately in the Romantic Period. Two years later, she 
produced another drama. The Inflexible Captive that made her even more famous in 
the literary world. She went to London in 1774, the year of her disengagement with 
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William Turner. In London she met Joshua Reynolds, Frances Boscawen, Samuel 
Johnson, David Garrick, Edmund Burk, Elizabeth Carter, E'izabeth Vesey and Hester 
Chapone, some of whom became her lifelong friends. It was here that she wrote some 
tales and essays that reflected her refomiist views of the contemporary society. In 
1779 she wrote a drama. The Fatal Falsehood that brought about a change in her 
literary fame. The production of her Sacred Dramas in 1782 regained her literary 
success, for the theme of this dramatic piece centered on the subjects taken from the 
Bible. 
There was a gradual transition in her literary career, for she started writing 
poetry on serious aspects of life. Her poems - "Florio" (1786) and "Bas-Bleu" (1787) 
- reflected her attitude to contemporary social realities of life. In her "Slavery: A 
poem", published in 1788, she highlighted the causes of slave trade and the struggle 
of middle-class women. This poem "articulates its author's impatience with the 
caution of the proposed measures, arguing instead for complete abolition" (Wu 54). 
She devoted herself in writing religious and philanthropic works. She 
collaborated with her sister, Martha, in the establishment of Sunday school at Cheddar 
in 1789. She and her sister also opened other boarding schools for the underprivileged 
people of the contemporary society. She wrote religious tracts and novels regarding 
social and religious precepts which are: Village Politics, by Will Chip (1792), The 
Sorrows ofYamba; or The Negro Woman's Lamentation (1795), The Story of Sinful 
Sally Told by Herself (1796), Cheap Repository (1796), Strictures on Female 
Education (1799), Hints Towards Forming the Character of a Young Princes (1805), 
Coelebs in Search of a Wife (1809), Practical Piety (1811), Christian Morals (1813), 
Character of St. Paul (1815), Moral Sketches (1819), and The Feast of Freedom 
(1827). Thus she spent her later life in religious writing and gave the money she 
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earned from her works to many institutions and charities. At the age 88 she tlied at 
Clifton in Bristol. 
Susanna Blamire (1747-1794) 
Susanna Blamire was bom in 1747 at Cardell Hall, near Dalston in 
Cumberland. She was brought up by her father, William Blamire (1703-1758) and 
mother, Isabella Simpson (1709-1753). An emotional crisis arose in her early 
childhood as her mother died in 1753 and her father married Mary Stevenson 
Simpson (1703-1785), with whom Susanna was to live at Thackwood. After her 
father's death in 1758 she attended Dame School at Raughton Head, where "she 
learned the rudiments of reading, writing, and arithmetic" (Feldman 103). She 
acquired knowledge of verse in her early youth. She captured the interest of the 
contemporary people by growing "fi-om girlhood into womanhood and into the 
flowering of her poetic strength" (Maycock 1). Apart from verse, she was also fond of 
dancing. 
At the age of nineteen, Blamire visited Northumberland, where she met 
Charles Bennet, son of the 3'^ '' Earl of Tankerville at Chillingham Castle. It was here 
that Charles Bermet fell in love with her, for she had "a graceful form, somewhat 
above the middle age, and a countenance - though slightly marked with the smallpox 
- beaming with good nature; her dark eyes sparked with animation and won e\ cry 
heart at the first introduction" (Lonsdale and Patrick xxiii). But the affair seemed 
meaningless to her, because the Earl and Countess dismissed the affair by sendmg 
Charles Bennet to Italy. This break-up haunted her much and motivated her to 
produce her masterpiece, Stoklewalh. 
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In 1766, Blamire went to Scotland on the occasion of her sister, Sarah 
Graeme's marriage with Colonel Graham of Gartmore House. Feldman has pointed 
out the fact that "she so enthusiastically embraced Scotland and the Scottish manners, 
language, legends, and music that she began writing soon in Scot's dialect" (104). She 
visited Ireland and London along with her sister and brother-in-law. During her stay 
in London, she published some of her best poems: "The Nabob", "The Old 
Pensioners", "Hope", and "The Siller Croun". 
After her brother-in-law's death in 1773, Blamire returned to Cumberland and 
decided to spend the rest of her life there. In Cumberland she published her highly 
creative and nostalgic poem, "To the Flower Love" in 1790. During this time, she 
involved herself in politics, and later wrote an allegorical poem, "The Nun's Return to 
the World by the Decree of the National Assembly of France". She wrote also many 
poems, some of whom were published anonymously in her lifetime while others were 
published posthumously. She became the only one who encapsulated the transition 
from the formal poetry of the Augustan Age to the major Romantics. At the very close 
of her life, she suffered from Rheumatic fever and died of heart disease in 1794. 
Anna Maria Jones (1748-1829) 
Bom on S"^  December of 1748 Anna Maria Shipley was the eldest daughter of 
Rt.Rev. Jonathan Shipley (1713-1788) and Anna Maria Mordaunt (1716-1803). At an 
early age she became interested in her father's literary purview and learned modem 
and classical languages from him. In 1766 she visited the home of Lady Spencer at 
Althorpe along with her father. It was here that she met Sir William Jones (1746-
1794), "an Oxford-educated scholar, author, and philologist, remembered today as a 
pioneer in comparative linguistics and the first to perceive the common ancestry of 
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the Indo-European languages" (Feldman 358), and later fonned a close relationship 
with him. During her correspondence with Sir William Jones she developed an active 
interest in literary writing and Oriental studies. 
She got married to Sir William Jones in 1783 and became known as Anna 
Maria Jones. Shortly after their marriage, the Joneses travelled to India, for Mr. Jones 
was appointed as a judge to the High Court of Calcutta. She shared her keen interest 
in things Oriental with her husband, thus acquiring her first-hand knowledge of India. 
In her decade long stay in India she saw much of India, although her "health 
suffered, especially during the warmest season, and she was frequently ill with 
digestive disorders, colds, fevers, rheumatism, and, on at least one occasion, 
dysentery" (Feldman 359). In Calcutta she published her first poetic collection, 
entitled The Poems of Anna Maria in 1793. Among the poems in this collection, her 
poem, "Adieu to India" captured her thorough knowledge of India. In this poem she 
displayed the dominant nature of the Hindu religion in India, thus pointing out the 
authority enjoyed and exercised by the Hindu priestly figure. Brahman. Besides, she 
edited some works of her husband that brought her popularity both in India and 
England. 
After her husband's death in 1794, she returned to England, for she felt 
isolated and lonely in India. After her return to England, she decided to spend the rest 
of her life at Worting House, near Basingstoke, although she spent long periods in 
London. She edited voluminous works of her husband and published them as The 
Works of Sir William Jones in 1799. In 1806 she adopted the children of her sister, 
Georgiana Shipley (1755-1806). In her later life, she became stem and turned to 
evangelical acfivities. She died on 7"^  July in 1829. 
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Charlotte Turner Smith (1749-1806) 
Charlotte Turner Smith, the eldest daughter of Nicholas Turner and Anna 
Towers, was bom in London on 4''^  May of 1749. After her mother's sudden death in 
1753, she was brought up by her unmarried aunt, Lucy Towers. She "first went to 
school in Chichester and then attended a school in Kensington, London" (Feldman 
671). It was in London where she developed her interest in writing poetry. But the 
burden of fresh problems came in her life in 1764 when her father married a middle-
aged heiress, Henrietta Meriton on the condition that Charlotte would be detached 
from the family. As per condition, her father arranged her marriage with Benjamin 
Smith, son of Richard Smith, and thus she "began a child-bearing career that would 
span the next twenty-two years, producing twelve children" (Wu 78). 
As her married life was not a happy one. Smith thought of literary activities 
and thus started contributing to the European Magazine. She wanted to earn money to 
support her family. In 1784 she published Elegiac Sonnets and Other Essays in which 
she reflected almost all of the hardships that pulled her family into poverty. She 
started translating works from French into English. She translated Prevost's Manon 
Lescaut and published it anonymously in 1785. She also translated Francois Gayot de 
Pitaval's Les causes celebres and published them under the title. The Romance of Life 
in 1787. 
After her separation from her husband, she began writing novels that truly 
captured her life experiences. In 1788, she produced her first novel, Emmeline, the 
Orphan of the Castle, followed by Ethelinde, the Recluse of the Lake (1789). In 1791, 
she formed a close friendship with Helen Maria Williams, and published her third 
novel, Celestina in the same year. She wrote an epistolary novel, Desmond in 1792 
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that dealt the theme of unconventional love of a man's desire for a married woman. 
This novel also reflected her radical views that were in favor of French Revolution 
and her sympathy for the reform movement in England. 
During this period she visited William Hayley's home where she met with the 
artist George Romney and the poet William Cowper. It was here that she composed 
the text of her next novel. The Old Manor House in 1793. In the same year she 
published her long political poem, "The Emigrants". In this poetical piece she 
explored "personal isolation against the background of larger themes of the exile of 
classes and the conflict of nations" (Ashfield 33). In 1794, she wrote two novels: The 
Wanderings of Warwick and The Banished Man. 
She wrote poetry for children. She published Rural Walks: in Dialogues, 
Intended for the Use of young Persons in 1795, the year of publication of her novel. 
Montableri. In 1796, she produced another collection of poems for children, entitled 
Rambles Father: A Continuation of Rural Walks: in Dialogues, Intended for the Use 
of young Persons, followed by her novel, Marchmont. Two years later, she published 
her last novel. The Young Philosopher that was followed by her comedy, Wliai Is 
She? i\799). 
At the end of her literary career she decided to spend the rest of her life in 
Surrey. It was Surrey where she devoted herself in writing some collections of tales 
and other prose works. She wrote The Letters of a Solitary Wanderer in 1799, 
followed by Conversations Introducing Poetry: Chiefly on Subjects of Natural 
History (1804). But her health worsened and she died at Tilford, near Surrey in 1806, 
the year of publication of her prose work, A History of England. Two of her works -
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The Natural History of Birds, Intended Chiefly for Young Persons and Beachy Head: 
With Other Poems - were published posthumously in 1807. 
Ann Yearsley (1752-1806) 
Ann Yearsley was bom in a humble family, and then lived off selling milk, at 
Clifton Hill, near Bristol. Because of her poor family background she was not able to 
complete her formal education, yet "her brother taught her to read and her mother 
borrowed books for her" (Lonsdale 392). She married John Yearsley, a yeoman 
farmer, in 1774. 
A decade later when the family fell on hard times during the severe winter of 
1783-1784, she rushed to Hannah More and Elizabeth Montagu who rescued her 
family by their charity. During these years, she developed her writing skills that later 
supported herself and her family members. She captured Hannah More's attention by 
her literary abilities and began her literary career. 
She achieved literary fame by the publication o{ Poems, on Several Occasions 
in 1785. In this collection of poems she included "poems on comic, tragic, and 
religious themes" (Carey). But within a year, an acrimonious problem arose between 
More and her; she decided to publish works herself She wrote a detailed account of 
her disagreement with More in Autobiographical Narrative that was appended to the 
fourth edition oiPoems, on Several Occasions in 1786. 
By 1787 she published a new volume. Poems, on Various Subjects. She 
composed her most famous poem, "A Poem on the Inhumanity of the Slave Trade" in 
1788 and dedicated it to Frederick Augustus Hcrvey, Bishop of Derry and Earl of 
Bristol. This poem, much like More's "Slavery: A Poem", concerned with the 
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numerous laws that brought about the abolition of Slave Trade in Britain. She 
produced a historical play, Earl Godwin that was perfomied in 1789. She continued to 
publish other verses in various periodicals that manifested her political personality: 
"Stanzas of Woe" (1790), "Reflections on the Death of Louis XVI" (1793), "An 
Elegy on Marie Antoinette of Austria" (1795?). In connection with her political 
thought, Wu points out that her "attitude compares with that of Charlotte Smith in The 
Emigrants'^ (157). 
In 1793, she opened a circulating library at Hot Wells Crescent in Bristol and 
"received some assistance from Joseph Cottle, the bookseller, Ralph Griffiths, editor 
of the Monthly Review, and Thomas Beddoes, a local physician" (Ashfield, V(il.2, 
32). She wrote The Royal Captives in 1795 which brought her literary success in the 
world of novel. In 1796, she published her last volume of poems. The Rural Lyre. In 
1799, she corresponded with Robert Southey and longed to include her poem in his 
edition oi Annual Anthology. But the deaths of her two sons in the same year left her 
grief stricken and she could not write for the rest of her life. After her husband's death 
in 1803, she moved to Melksham in Wiltshire, near Trowbridge, hoping to live with 
her third son. It was there that her health drastically worsened and she died in 1806. 
Mary Robinson (1758-1801) 
The daughter of John Darby and Maria Seys, Mary Robinson was bom in 
1758 in Bristol. She was sent to a boarding school run by Hannah More's sisters in 
1765, the year when her father went to Lapland and America for commercial purpose. 
After her father's arrival fi-om abroad, her mother sent her to "a school in Chelsea, 
where she was taught by the gifted but alcoholic Meribah Lorington" (Wu 246). 
However, she completed her formal education from a school in Marylebone. 
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From her childhood she was interested in acting, and thus, with the help of her 
dancing master, she formed a correspondence with the actor of the Drury Lane 
Theatre, David Garrick. But her dream of acting on stage came to an end in 1774 
when her parents airanged her marriage with Thomas Robinson, who falsely 
represented himself as a rich person to her family. She gave birth to a daughter, Mary 
Elizabeth in Wales in the same year of her marriage. All things went downhill in 1775 
when her husband was imprisoned for heavy debt. She struggled a lot and, much like 
Charlotte Smith, started literary writing in order to help herself and her little daughter. 
She won her popularity just after the publication oi Poems (1775). 
She revived her interest of acting and joined the Drury Lane Theatre when she 
and her little daughter became separated from her husband. She entertained her 
audience by her personal charm and talent. She became a well known actress in 1776 
when she played the role of Juliet at the Drury Lane Theatre. Her successful acting 
career "continued with the roles of Ophelia, Viola, Rosalind, Lady Macbeth and 
Perdita" (Wu 246). During this time she wrote a poem, "Captivity" (1777), followed 
by a musical farce, The Lucky Escape (1778). Her acting career turned her life around 
in 1779, when she played the role of Perdita in a production of Shakespeare's The 
Winter's Tale and attracted the eyes of the Prince of Wales. She became involved in 
an affair with the Prince. But the Prince lost his interest in her and, a year later, 
rejected her. Thus, she was ridiculed in the society and retired from the stage. To 
avoid all rumors and personal attacks she travelled to France where she became 
acquainted with Marie Antionette. But after her return to London she again involved 
herself in a relationship with Colonel Banastre Tarleton, who fought for the American 
War of Independence, though the affair was never materialized. 
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By 1788 she started contributing her poems to the Delia Cruscan poetry 
magazines. She regained her popularity with the publication of her Poems in 1790. 
She also showed her interest in publishing novels, including Vancenza; or The 
Dangers of Credulity in 1792, The Widow; or A Picture of Modern Times in n94, 
Angelina and Hubert de Sevrac: A Romance of the Eighteenth Century in 1796, the 
year of publication of her sonnet sequence Sappho and Phaon and The Sicilian Lover. 
a verse tragedy in five acts, Walsingham; or The Pupil of Nature in 1797, The False 
Friend: A Domestic Story, and The Natural Daughter: A Novel with Portraits oj the 
Leadenhead Family in 1799. During this period she became a close friend of WilHam 
Godwin, Mary Wollstonecraft and John Wolcot. She also became a "part of 
Coleridge's London literary circle, which included women writers such as Mary 
Hays, Charlotte Smith, and Anna Laetitia Barbauld" (Ledbetter 43). 
At the end of her career she fell seriously ill and left London and went to 
Windsor to live with her daughter, Mary Elizabeth. It was here that she published her 
brilliant work. Lyrical Tales in 1800. The following year she died of pulmonary 
edema and was buried at Englefield Green in Windsor. 
Helen Maria Williams (1761-1827) 
Helen Maria Williams, the daughter of Charles Williams, a Welsh anny 
officer and Helen Hay, of Scottish descent, was bom in London in 1761. After her 
father's death in 1769, she went to Berwick-upon-Tweed along with her family 
members; there she spent her childhood and was educated by her mother's guidance. 
She returned to London in 1781 and asked her family members to join her. She 
formed a correspondence with Dr. Andrew Kippis, the dissenting minister of 
Westminster, who helped her in the publication of her first poem, "Edwin and 
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Eltrude: A Legendary Tale" (1782). Shortly after the publication of this poem, she 
achieved literary success and won admiration of some prominent literary figures, 
notably Fanny Bumey, William Hayley, Samuel Johnson, Elizabeth Montagu, Anna 
Seward, Samuel Rogers, Joseph Warton and Thomas Warton, and Charlotte Smith. 
She went on publishing a large number of poems, and most of them were 
dedicated to her new correspondents. In 1783, she published "An Ode on the Peace", 
followed by "Peru" (1784) which she dedicated to Elizabeth Montagu. She wrote a 
new collection of poems in two volumes in 1786, entitled Poems and dedicated it to 
the Queen. In 1788, she produced her most successful poem, called "Poem on the 
Slave Trade", reflecting how the lives of the lower class people were suppressed by 
the social and political policies of the bourgeois people. This poem contained "a 
subject which inspired poems by Hannah More and Ann Yearsley in the same year" 
(Lonsdale 413). 
By the end of 1778 she travelled to France to her elder sister, Cecilia; there she 
was caught up in the spirit and ideals of the French Revolution. During her stay in 
France she produced her one and only novel, Julia in 1790, the year of publication of 
her another poem, "The Bastille, A Vision". Her enthusiasm for the French 
Revolution was reflected in her Letters Written in France in the Summer of 1790. She 
returned to London in 1791; but within a year she visited France and determined to 
spend the rest of her life there. She provided an account of her departure in her poem, 
"A Farewell for Two Years to England" (1791). 
She involved herself in the Girondists Movement and made correspondence 
with Mary WoUstonecraft, Francisco de Mirandaand, and Thomas Paine. She wrote 
Letters from France, pointing out the events taking place in France. But due to sudden 
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rise of the Reign of Terror, she was detained in the Luxemberg prison. In her 
imprisonment she continued to pubUsh her impressions on the Post-Revolutionary 
France. She translated St. Pierre's novel, Paul et Virginie and it was published as Paul 
and Virginia in 1795. After her release from the Luxemberg prison, she became 
involved in a relationship with a married Englishman, John Hurford Stone, who 
divorced his wife for her; but their relationship confirmed some rumors in the society. 
To avoid all kind of rumors and personal attacks, she and Stone went to Switzerland. 
She published her travelling experience in Tour in Switzerland {\19%). 
In her later life she continued to publish a number of translations and other 
prose works on France. In 1817, she became a naturalized French citizen. Two years 
later, she visited Amsterdam hoping to live with her nephew, Athanese Laurent 
Charles Coquerel, a pastor to the French Protestant congregation. However, she 
returned to France in 1820 and became acquainted with William Wordsworth. She 
published her last collection of poems, entitled Poems on Various Subjects m 1823. 
She died in 1827 and was buried next to Stone at Pere Lachaise cemetery. 
Joanna Baillie (1762-1851) 
Bom in 1762 at Bothwell in Hamilton, Joanna Baillie was the youngest 
daughter of James Baillie who was a Presbyterian minister at Bothwell and a 
Professor of Divinity at the University of Glasgow, and Dorothea Hunter who was of 
Scottish descent. In her eariy age she was sent to a boarding school in Glasgow where 
she learned drawing, music, and mathematics. It was here that she also developed her 
interest in dramas, for she made a habit of reading stories by some great writers. After 
her father's death in 1778, she went with her mother and elder sister, Agnes to 
London where her brother, Matthew Baillie became a celebrated physician and 
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anatomist; there she became interested in writing verse and pubhshed her first 
collection, entitled Poems; Wherein it is Attemted to Describe Certain Views of 
Nature and of Rustic Manners in 1790 anonymously. Following her brother's 
marriage with Sophia Denman in 1791 she went to Colchester and began writing 
some verse dramas that brought her fame immediately in the literary tradition of the 
Romantic period. She wrote her first volume of Plays on the Passions and published 
anonymously under the title of A Series of Plays in 1798. In this volume of plays she 
designed two tragedies - Count Basil and De Monfort - and a comedy. The Tryal on 
the deepest and strongest passions of the human mind, such as love, hate, fear and 
jealousy. These dramas in this collection, of course, "represented a reaction against 
the highly mannered and overblown acfing favoured in her day" (Wu 308). She 
acknowledged the authorship of her works in 1800 when her De Monfort was 
performed at the Drury Lane Theatre. 
In 1802, she moved to Hampstead, near London; she formed literary 
acquaintances with Anna Laetitia Barbauld, Maria Edgeworth, Lucy Aikin, Samuel 
Rogers, William Wordsworth, and Sir Walter Scott. It was here that she published her 
second volume oiPlays on the Passions comprising two tragedies - Ethwald and The 
Election - and a comedy. The Second Marriage based on hatred and ambition. In 
1804, she produced a new collection of plays, entitled Miscellaneous Plays. She wrote 
her Family Legend on a Scottish theme and published it in 1810. Two years later, she 
brought out her third volume of Plays on the Passions that included two gothic 
tragedies, Orra and The Siege, a comedy, The Alienated Manor, and a serious musical 
drama, The Beacon. 
During the later period of her literary career, she continued to write verse on 
historical figures, such as William Wallace, Christopher Columbus, and Lady Grizel 
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Baillie. In 1821, she published Metrical Legends of Exalted Characters. She produced 
Dramatic Poetry in three volumes in 1836, the year of publication of three volumes of 
Miscellaneous Plays. In 1840, she published her last collection of poems. Fugitive 
Verses in which she relocated few poems of her earlier collection, Poems (1790). In 
her poetic works she "succeeded better in her delineation, as a didactic poet, than as a 
dramatisf (Bethune 160). Her The Dramatic and Poetical Works was published in 
1851, a month before her death. She died in Hampstead and was buried next to her 
mother's tomb in the Hampstead parish churchyard. 
Maria Edgeworth (1768-1849) 
Maria Edgeworth, daughter of Anna Maria Elers and Richard Lovell 
Edgeworth, was bom in 1768 at Black Burton, Oxfordshire. She spent her early 
childhood in better care of her parents, yet she underwent a predicament in 1 773, 
when her mother died of puerperal fever and her father immediately married Ann 
Seward's adopted sister, Honora Sneyd. At the age of seven she attended a boarding 
school in England and acquired some conventional educational instructions. A second 
blow entered her educational life in 1780, when she received the news of Honora 
Sneyd's death and her father's third marriage with Honora's sister, Elizabeth Sneyd. 
However, at her father's urge she moved to Edgeworthstown in 1783 and helped in 
running her father's estate. It was here that she translated Madame de Genlis's 
educational work, Adel et Theodore. 
She accompanied her father and stepmother to London, but returned briefly to 
Ireland in 1793; she formed literary acquaintances with Joseph Johnson, Anna Laetitia 
Barbauld, Joseph Priestley, and others. In 1795, she published her first version of 
Letters for Literary Ladies which mainly dealt with the rights of female education. In 
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the following year she involved herself in drafting short-stories for children and 
produced a collection, The Parent's Assistant (1796) which reflected educational 
facilities for young children. She collaborated with her father and published Practical 
Education (1798) in which she theorized some practical aspects of education. 
In 1799, she visited London for the second time along with her family 
members. It was here "she and her father proposed to Anna Laetitia Barbauld that 
they start a liberal journal for women, to be called Feminead, but Barbauld rejected 
the idea, believing that ideological; differences between women authors would keep 
the journal from succeeding" (Feldman 232). However, she determined herself for 
novel writing. In 1800, she published anonymously her first novel, Castle Rackrent 
which was considered perhaps to be "the memoirs of the Irish servant of a family of 
feckless Anglo-Irish gentry" (Manly). This novel brought her literary success 
immediately, for in this novel she explored a new colloquial Irish style and the theme 
metaphorically dealing with corrupt aristocratic society. The following year she 
produced her second novel, Belinda which portrayed almost the same way the allure 
and evil nature of London society. In this year she published also two other new 
works, including Early Lessons, based on programme of education for children of 
diverse ages, and Moral Tales, a collection of stories for young people. She 
collaborated with her father for the second time in the publication oiEssays on Irish 
Bulls (1802). During this period she received many offers of marriage, but she kept 
herself away from marriage. In 1803, she visited Edinburgh and Glasgow where she 
formed correspondences with Dugald Stewart, a Scottish empiricist, and the satirical 
novelist, Elizabeth Hamilton. 
In 1804, she returned to Edgeworthstown and published a collection of stories 
for young people, Popular Tales (1804), followed by The Modern Griselda (1805), a 
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satirical piece on the doinestic lives of women, Leonora (1806), an epistolary novel, 
and Essays on Professional Education (1809) in which she talked about the 'moral 
and intellectual instruction and advocating professions independent of the patronage 
system" (Feldman 233). In 1809-12, she produced a series of her Talcs of 
Fashionable Life that included Ennui, The Absentee, Manoeuvring, Vivian, Emile de 
Coulanges, Madame de Fleury, Almeria, and The Dun. In 1813, she accompanied her 
family members to England; she made acquaintances with William Roscoe, Mary 
Berry, Thomas Malthus, Lord Byron, Thomas More, Jane Marcet, and Etienne 
Dumont. She published her longest novel. Patronage in 1814, followed by her 
memoir of Elizabeth Hamilton in 1816, two novels - Harrington and Ormond -
written in 1817 for adults, and a Memoir published on the occasion of her father's 
death in 1820. 
During the later period of her life she continued to write short-stories. In 1822, 
she published her most celebrated collection of short-stories, entitled Early Lessons. 
In 1823, she visited Scotland where she became a friend of Sir Walter Scott. Again, 
she developed her interest in writing novels and produced her last novel, Helen (1834) 
based on a theme primarily dealing with "women's friendships, the dangers of 
capitulation to male authority, and women's influence in public life" (Manl>'). She 
kept herself busy in producing literary works throughout her life. But she fell in a trap 
of series of illness at the end of her career and died in 1849 at Edgeworthstown. 
Amelia Opie (1769-1853) 
Daughter of Dr. James Alderson and Amelia Briggs, Amelia Opie was bom in 
1769 in Norwich, England. Though she grew up in a Unitarian family, she learned 
music and French at an eariy age. After her mother's death in 1784 she quite involved 
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herself in radical principles and formed correspondences with William Godwin, 
James Mackintosh, Thomas Holcroft, John Aikin, and Harriet Martineau whose works 
motivated her interest in literary genres. Influenced by John Aikin, she published 
anonymously her first novel, The Dangers of Coquetry (1790), which was followed 
by her many poems published under the title of The Cabinet, and a play, Adelaide in 
1791. 
As her earlier works received little critical attention, she went to London 
where she became a part of the London literary circles which included William 
Godwin, Mary Woilstonecraft, and Elizabeth Inchbald. During her stay in London she 
received many offers of marriage, but she set her relationship for marriage with John 
Opie, a portrait artist in 1798. Encouraged by her husband she published her novel. 
The Father and Daughter in 1801 under her own name. This novel hailed her as a 
famous novelist in the Romantic period, for she produced a theme primarily dealing 
with the pathetic lives of the ordinary people of the contemporary society. 
Following her husband's death in 1807, Mrs. Opie moved to Norwich where 
she thought of spending the rest of her life. At the time of her stay at her father's 
residence, she corresponded with Richard Brinsley Sheridan, Madame de Stael, and 
Sir Walter Scott, and was again motivated to compose a few volumes of poems and 
prose works. In 1808, she published a collection of poems, entitled The Warrior's 
Return and Other Poems, followed by Memoir of John Opie (1809), a prose work. In 
1812, she produced another prose work. Temper which was followed by Tales of Real 
Life (1813). The influence of her friends also ensured her active engagement in the 
field of religious writing. She wrote Valentine's Eve on the didactic or moral ground 
and published it in 1816. In 1818, she published another didactic work. Tales of the 
Heart, followed by Madeline in 1822, Illustrations of Lying, in All Its Branches in 
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1825, Black Man 's Lament and Detraction Displayed in 1828. Though she continued 
to publish a large number of works in her later life, her popularity gradually declined 
due to her active involvement in didacticism. In 1834, she published her last 
collection of poems, Lays for the Dead which received mixed critical attention and 
revived her popularity again to some degree. At the end of her literary career, she fell 
under the attack of a series of illnesses and died in 1853. She was buried next to her 
father at the Gildencroft Quaker Cemetery in Norwich. 
Mary Tighe (1772-1810) 
Bom in Dublin in 1772, Mary Tighe was the daughter of Rev. William 
Blachford and Theodosia Tighe. After her father's death in 1773, she was brought up 
by her mother who was then influenced by the strong-religious features of the 
Methodist movement. In her early childhood she learned Italian, French, music and 
drawing under her mother's supervision and developed an extensive habit of writing 
verse. 
She was involved in a romantic affair with her first cousin, Henry Tighe, a 
member of the Irish parliament and married him in 1793. Shortly after her marriage, 
she accompanied her husband to London where she spent a few years of her marriage 
happily. But she felt embarrassed at the moment when her husband proved himself 
extremely jealous and possessive of her and she was disallowed to meet her fnends. 
In 1801, she returned to Dublin and started forming a strong correspondence with 
Thomas Moore who helped her revive her childhood zeal of verse writing. She 
composed "Psyche; or, the Legend of Love", an allegorical poem in Spenserian 
stanzas. She wrote a lonj^ autobiographical novel, Selena which was never published. 
She continued her literary career, thus producing many other shorter poems. 
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In 1804, when she was caught up by the serious attack of tuberculosis, she 
thought of publishing her "Psyche; or, the Legend of Love" privately. The publication 
of this epical poem in 1805 immediately gained her literary admiration and she was 
hailed as a notorious woman poet in the Romantic period. But her health declined in a 
way that she had to move to her brother-in-law's estate at Woodstock, County 
Wicklow, Ireland. It was here that she was not cured completely. After a series of 
sufferings she died in 1810 and was buried at Inistioge church, Kilkenny. Her most 
successful collection of poems, Psyche, With Other Poems was published 
posthumously in 1811. 
Felicia Dorothea Hemans (1793-1835) 
Felicia Dorothea Browne, daughter of George Browne and Felicity Dorothea 
Wagner, was bom in 1793 at 118 Duke Street, Liverpool. When her father suffered a 
lot from business problems in 1800 and consequently retired from business reversal in 
the same year, the family moved to Gwyrch, near Abergele in North Wales. It was 
here that she "read avidly, memorized poetry, studied music and art, and learned 
French, Portuguese, Spanish, and Italian from her mother, Latin from the local vicar, 
and later, German" (Wolfson xxi). She also made an effort to read William 
Shakespeare (1564-1616) as her favorite recreation in her childhood. 
In 1808, at the age of fifteen Miss Felicia published her first poetical work, 
entitled Poems which portrayed her varied interests about beautiful scenes and sounds 
of the rocky landscape. It won critical attention and she was praised in various 
contemporary literary magazines. In the same year she published England and Spain; 
or, Valour and Patriotism which reflected her enthusiasm in terms of her brothers' 
active participation in the peninsular wars. P.B. Shelley became captivated by the 
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style of her writing and sent a proposal of friendship to her, but she refused to give a 
shape of friendship with him. In 1809 when the "family moved to Bronwylfa, near St. 
Asaph in Flintshire, in the valley of the Clwyd" (Feldman 276), she happened to meet 
Captain Alfred Hemans who fought in the peninsular war along with her brothers, and 
later fell in love with him. Her father's death in 1810 brought a heavy blow in her life, 
yet she was consoled by Captain Hemans. Just before her marriage with Captam 
Hemans she wrote a volume of poems. The Domestic Affections, and Other Foems, 
which was published along with her other long piece of verse, War and Peace in 
1812. This collection of poems displayed "the activities and the sentiments of this 
period in her life" (Trinder II). 
After her marriage, Miss Felicia was named Felicia Dorothea Hemans. She 
accompanied her husband to Daventry, for he was appointed adjutant tti the 
Northamptonshire Militia. Here she spent a quite peaceflil life with her husband and 
continued her writing career. She felt an emotional crisis when her husband went to 
Italy for his health and consequently she was separated from him. At this stage she 
made an effort to improve her mind from emotional catastrophe and resumed her 
writing career that strengthened her determination to support her family. She 
published The Restoration of the Works of Art to Italy in 1816, followed by Modern 
Greece in 1817 and Translations from Camoens, and Other Poets, with Original 
Poetry mnn. 
I In 1819, she produced a series of narrative poems, entitled Tales, and Historic 
Scenes in Verse, which featured her exotic interests in terms of politics and culture. 
She also published "Wallace's Invocation to Bruce; a Poem" and was praised by the 
popular Romantics, namely WiUiam Wordsworth (1770-1850), Walter Scott (1771-
1832), Lord Byron (1788-1824), and John Keats (1795-1821). The Edinburgh 
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Monthly Review issued in 1819 commented that "the more we become acquainted 
with Mrs. Hemans as a poet, the more we are delighted with her productions, and 
astonished by her powers" (qtd in Wu 1243). By 1820 she had corresponded with 
Reginald Heber who later became an inspiration in writing her plays. Within the next 
six years she upheld her literary success by publishing some significant works, 
notably "The Sceptic; a Poem" and "Stanzas to the Memory of the Late King" in 
1820; "Dartmoor; a Poem" in 1821; "Welsh Melodies" in 1822; The Siege of 
Valencia, and Other Poems in 1823; The Vespers of Palermo; a Tragedy in 1823; The 
Forest Sanctuary, and Other Poems in 1825; and Lays of Many Lands in 1826. She 
also composed many other shorter poems and essays which appeared in the 
contemporary periodicals and magazines. 
The second emotional blow came in her life in 1827 when her mother died. To 
escape all hardships, she left Wales and moved in with her younger sons in Liverpool. 
In 1828, she published her most successful collection of poems, called Records of 
Women, with Other Poems, and dedicated it to Joanna Baillie. This volume 
demonstrated "the influence of women as they are moved by domestic sympathies, 
most of all by the maternal passions which remain for Mrs. Hemans the touchstone of 
human sentiment" (Trinder 47). Two years later, she set off for a trip to Scotland and 
the Lakes where she corresponded with William Wordsworth and Walter Scott. She 
became also acquainted with Lord Jeffrey, Maria Jane Jewsbury, Rose Lawrence, 
Mary Howitt, Caroline Hamilton, and other notabilities of the age. During this time, 
she published two self-reflective poems: "Corinne at the Capital" and "Woman and 
Fame". 
At the end of her career she sent her two sons to her husband to Italy and she 
herself moved to Dublin as her health deterioted day by day. Despite her bad health, 
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she published few collections of melodic poems, notably National Lyrics, and Songs 
for Music and Scenes and Hymns of Life, with Other Poems in 1834. She lost her 
mental energy at the end of her life and died of fever and delirium in 1835 at 20 
Dawson Street, Dublin. 
Emma Roberts (1794-1840) 
Emma Roberts was bom in 1794 at Methley, Leeds. After her father s death, 
she accompanied her mother and elder sister to Bath where she spent her childhood. 
She was encouraged by her mother's literary interests and later she went to London 
where she became acquainted with Letitia Elizabeth Landon (1802-1838). Her literary 
career flourished with the publication of her first book, entitled Memoirs of the Rival 
House of York and Lancaster, or the White and Red Roses (1827). It was 1828 when 
her mother died. She visited India along with her married sister and brother-in-law. In 
1830, she published a volume of poems, entitled Oriental Scenes, Dramatic Sketches 
and Tales, with Other Poems about her lively experiences in India and dedicated it to 
Letitia Elizabeth Landon. In this volume she provided "her readers with a version of 
India focusing on landscape and scenery" (Fhlatuin 188) and thus received immediate 
literary success. But her sister's death in 1831 and consequently the burden of her 
work compelled her to return to England. During her stay in England she wrote 
several articles on India and the Anglo-Indian society and contributed them to the 
Asiatic Journal. In 1835, she published these articles as Scenes and Characteristics of 
Hindostan, with Sketches of Anglo-Indian Society. She also contributed a numbei- of 
poems, tales, and dramatic sketches to various literary journals. 
In 1839 she visited India for the second time. She wrote The East India 
Voyager, or Ten Minutes' Advice to the Outward Bound (1839). During this period 
64 
she also edited The Bombay United Service Gazette. Apart from that, she pubHshed 
articles on the Orient in the periodicals of both England and India. By 1840 she was in 
deteriorating health and died in Poena, now known as Pune. 
Maria Jane Jewsbury (1800-1833) 
Maria Jane Jewsbury, the eldest daughter of Thomas Jewsbury, a cotton 
manufacturer and Maria Smith, was bom at Measham, Derbyshire in 1800. At an 
early age she was sent to a school at Measham run by Miss Adams. Almost all the 
teachers and her fellow-students noticed her unusual intellect and her passion for 
books. Her interest in reading literary books grew suddenly. But unfortunately the 
deterioration of her health forced her to leave the school in 1814. 
In 1818 when her father's business fell into financial crisis, the family moved 
to Grosvenor Street, Manchester. She was moved by the literary facilities of the 
libraries and became engrossed in the contemporary society. She composed her first 
poem, "Curiosity and Scandal", which appeared in the Coventry Herald. An 
emotional crisis surrounded her life in 1819 when her mother died. After her mother's 
death she took upon herself all the domestic responsibilities, thus caring for her father 
and her younger siblings as well. She started contributing her writing to various 
literary magazines. In 1823, she contributed a few verses to the Manchester Gazette 
under her initials M.J.J. The following year she produced two prose works, 
"Boarding-School Reminiscences" and "The Complaint of Schoolmistress" which 
appeared in the Album, a London quarterly edited by Robert Sullivan. 
By 1825 Miss Jewsbury had published a collection of poems, essays and tales, 
known as Phantasmagoria; or, Sketches of Life and Literature, and dedicated it to 
William Wordsworth. Just after the publication of this autobiographical work, she 
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began sending letters to Wordsworth and later formed a strong friendship with him. 
She also became acquainted with Wordsworth's sister, Dorothy Wordsworth and 
daughter, Dora Wordsworth. Reviews that regarded her Phantasmagoria most 
favourably appeared in various literary magazines. Most importantly, the reviews of 
the Literary Gazette appeared in 1825 praised the rhythmical qualities of her writing. 
The New Monthly Magazine issued in the same year also marked her talents in terms 
of prose and poetry. 
Of the poems published in the Phantasmagoria, "Song of the Hindoo Women, 
While Accompanying a Widow to the Funeral of Her Husband", which was first 
appeared in the Literary Souvenir, displayed Jewsbury's interest in exotic customs. 
This poem abounded in Oriental elements. Most of the essays of this voluminous 
work revealed her satirical sense for the hypocritical notion of contemporary society. 
"A Rural Excursion", a wonderful example from among her essays, depicted her 
friendship with Jane Austen (1775-1817) on one hand and her humorous presentation 
on the other. This essay displayed her acute sense of comic-plot and witty dialogues 
between characters. There was only one essay, titled "Religious Novels" which 
reflected her sentimental and religious attitude toward literature, writers and readers. 
At the age of 26, Jewsbury's health deteriorated because of a protracted illness 
and her literary career was impeded. After her recovery she completely devoted 
herself "to religion and became obsessed with Death, and all her subsequent writings 
are deeply imbued with religious sentiment" (Fryckstedt 195). In 1828, she published 
Letters to the Young, a collection of letters written to her younger sister. In this 
collection of letters she pointed out all the virtues of the Christian religion. At the 
same year, she went to Wales to spend a joyous holiday with Felicia Dorothea 
Hemans. It was Wales where she published Lays of Leisure Hours in 1829 and 
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dedicated it to Hemans. Apart from her close and sympathetic relationship with 
Hemans, she formed literary connections with Mary Russell Mitford, Emma Roberts, 
Joanna Baillie, Letitia Elizabeth Landon, and Mary Howitt. Her strong religious belief 
in the Christian faith was further expressed in her longest volume of novels, entitled 
The Three Histories (1830), followed by her collection of essays which was published 
in the Athenaeum in 1831. 
In 1832, at the age of 32 Miss Jewsbury married Rev. William Kew Fletcher, 
then appointed as chaplain in the East India Company. The following year she 
travelled with her husband to India. During her voyage to India she composed a poem, 
"Oceanides", which vividly drew her life experience. After her arrival in India she 
continued her writing career, but unfortunately died of cholera that year. 
Letitia Elizabeth Landon (1802-1838) 
The eldest daughter of John Landon and Catherine Jane Bishop, Letitia 
Elizabeth Landon was bom in 1802 at Chelsea, London. At the age four she attended 
a school at Hans Place run by Frances Rowden. It was at this school where she 
acquired knowledge of English poetry and French accent. After her nursery education 
she accompanied her parents to Trevor Park in East Bamet in 1810. At this new place 
she was educated in history, geography, grammar, and other disciplines by her cousin, 
Elizabeth Landon. She also learned English classics and travel literature. 
When the long war between England and France came to an end in 1815, Miss 
Landon's parents fell into financial difficulties which tbrced the family to move back 
to London and then they later settled at Old Brompton in 1816. At this juncture, she 
became acquainted with the editor of the then Literary Gazette, William Jerdan, who 
noticed her talent in writing verses. In 1818 she contributed a short poem, "Rome" to 
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the Literary Gazette under her initial "L". She frequently contributed her poems to 
same magazine and earned money for her family members. Most of the poems which 
appeared in this magazine were "on the subject of paintings and mass-produced 
engravings of contemporary artists" (McGann and Riess 12). 
By 1821, Miss Landon had published a collection of poems, entitled The Fate 
of Adelaide: a Swiss Romantic Tale; and Other Poems under her own initials L.E.L 
and dedicated it to her grandmother's friend, Sarah Siddons. The publication of this 
collection immediately brought her literary fame and she became known as L.E.L. 
Three years later, she produced another collection of poems, The Improvisatrlcc; and 
Other Poems under her signature L.E.L. She contributed a series of her Poetical 
Sketches to the Literary Gazette issued in the same year. In addition, some other 
magazines which contained reviews of her literary works were Gentleman's 
Magazine, Blackwood's Edinburgh Magazine, and New Monthly Magazine. In 1825, 
she published her The Troubadour; Catalogue of Pictures, and Other Historical 
Sketches in the Westminster Review. 
After her father's death in 1825, Miss Landon fully devoted herself in prolific 
writings which achieved literary admiration and became a major source of income for 
her and her family. In 1827, she published The Golden Violet, with its Tales of 
Romance and Chivalry; and Other Poems. Two years later, she produced The 
Venetian Bracelet, the Lost Pleiad, a History of the Lyre, and Other Poems. She 
became acquainted with John Forster in 1831. By this year she took charge of the 
editorship of Fisher's Drawing-Room Scrap-Book, an annual, and published her tirst 
novel, entitled Romance and Reality in three volumes, which was followed by her 
poetical work, The Easter Gift; a Religious Offering in 1832. She contributed a few of 
her works to Heath's Book of Beauty in 1833. The following year she published her 
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novel, Francesco Carrara, which was followed by The Vow of Peacock, and Other 
Poems in 1835, Traits and Trials of Early Life, a collection of prose tales for children 
in 1836, and a novel, Ethel Churchill, or The Two Brides in 1837. In most of her 
works published at this period she witnessed "the romantic tradition of Hemans, Scott 
and Byron" (Wu 1447). She continued her literary life and gained popularity in the 
Romantic period, thus publishing a large number of works. 
During the days of her literary success Miss Landon made friendships with 
Emma Roberts, Mary Russell Mitford, Maria Jane Jewsbury, and many others. But 
her association with William Magin and then with Daniel Maclise sparked malicious 
rumors about her, because of which she halted her successful literary career for a 
short period of time. To avoid all rumors raised against her, she gave up the editorship 
of Fisher's Drawing-Room Scrap-Book in 1838 and became acquainted with George 
Maclean, then appointed as governor of Cape Coast Castle, Africa. She married him 
at St. Mary's Church on Bryanstone Square in the same year. Shortly after her 
marriage, she accompanied her husband to Africa. Moved by the exotic land of Africa 
she continued her literary career. But bad luck befell her and she died at the age of 
thirty six in Africa in a mysterious circumstance. Some critics supposed that she died 
of taking an overdose of prussic acid that she used for her ailment. 
Caroline Norton (1808-1877) 
Bom in London in 1808, Caroline Norton was the second daughter of Thomas 
Sheridan, a colonial representative serving at the Cape of Good Hope in South Africa, 
and Caroline Henrietta Callander, a Scottish novelist. At the age of five she 
accompanied her brothers and sisters to Scotland to live with her maternal relatives, 
because her father was caught under the attack of unidentified illness and the family 
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increasingly fell into financial difficulties. After her father's death in 1817, her mother 
moved the family to Hampton Court Palace and then to Westminster where young 
Caroline attended a school. It was here that her mother resumed her fiction writing in 
order to support her family. To complete her childhood education young Caroline 
went to a school at Wonersh, Surrey for a short period of time. 
At the age of sixteen Miss Caroline met George Chappie Norton, a non-
practicing barrister and Member of Parliament for Guildford. Moved by her beauty 
George Norton sent to her mother a proposal of marriage with her, yet she discarded 
the proposal at first chance. In her youth she became familiar with social and cultural 
traditions of London society. But in 1827 when her mother created a pressure for 
marriage, Miss Caroline married George Norton. 
Caroline's early married life was not a happy one, because her husband proved 
himself a jealous and possessive of her. She was often beaten up by her husband as 
she established literary and political connections with Samuel Rogers, Edward Bulwer 
Lytton, Edward John Trelawney, Benjamin Disraeli, Mary Shelley, Frances Kemble, 
and Lord Melbourne. The "moody, violent, selfish, coarse, and childish" (Feldman 
507) behavior of her husband thus became burden in her life and hence she chose 
writing career as a means of earning money for the family. In 1829, she anonymously 
published a collection of poems, entitied The Sorrows of Rosalie: A Tale with Other 
Poems, which displayed her intense emotional experience. The following year she 
composed The Undying One and Other Poems based on the legend of Wandering 
Jew, and published it in her own authorship. These two works brought immediate 
literary success to her and she won admiration in the Romantic period. 
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In 1833, Caroline was shattered by another emotional crisis, because her 
husband became more unfaithful to her and accused her of adultery with Lord 
Melbourne, though in truth she was not involved in any sexual crime. In 1835, she 
published two prose tales - "The Wife" and "Woman's Reward" - which portrayed 
autobiographical events of her life. Another blow came in her life in 1836, when she 
was separated from her husband and disallowed from seeing her sons. At this stage 
she became obsessed with social problems of contemporary period. She pointed out 
the poor conditions of child labor and the evils of industrial capitalism in her A Voice 
from the Factories (1836). The passionate expression of this work increasingly 
received critical appreciation and she was tagged as the "Byron of modem poetesses" 
in the Quarterly Review. She turned her life to political pamphlet writing. Her 
political works that reflected various problematic issues of contemporary society were 
Separation of Mother and Child by the Laws of Custody of Infants Considered {IS37), 
A Plain Letter to the Lord Chancellor on the Infant Custody Bill (1839), Letters to the 
Mob (1848), English Laws for Women in the Nineteenth Century (1854), and A Letter 
to the Queen on Lord Chancellor's Marriage and Divorce Bill (1855). 
Caroline shared her tense experience received from different comers of society 
in some of her later collections of poems. In The Dream, and Other Poems (1840), 
The Child of the Islands (1845), and The Lady of La Garaye (1862) she raised the 
questions of poor people which were suppressed by upper class people. Like her 
poems, her novels, notably Stuart ofDunleath (1851), Lost and Saved (1863), and Old 
Sir Douglas (1866) reflected "the realities of her own life, centering on loss and on 
love turned painful or tragic" (Feldman 510). She continued her successful literary 
career, thus producing large number of works. The style of her writing influenced the 
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works of some prominent novelists and poets of the Victorian era, namely George 
Meredith, Charles Dickens, and Lord Alfred Tennyson. 
After her husband's death in 1875, Caroline revived her old friendship with 
Sir WiUiam Stirling-Maxwell, a Scottish historian. She married Maxwell in 1877. But 
she was attacked by a series of illnesses and her health condition became poor day by 
day. At the age of sixty nine she died at Upper Grosvenor Street. 
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CHAPTER III 
British Romantic Women Poets and the Orient 
This chapter critically examines the works of some British Romantic w omen 
poets, namely Emma Roberts, Anna Maria Jones, and Felicia Dorothea Hemans who 
had interest in the Orient. Among these three women poets, Emma Roberts and Anna 
Maria Jones visited India and depicted in their works with what they had witnessed: 
the social, cultural and religious spectrum of contemporary India. Felicia Dorothea 
Hemans's dream to visit India was never materialized, but she portrayed Indian social 
customs in her poetry through her dynamic imagination. Some of the poems written 
by these women poets abound in the Oriental material and reflect their genuine 
interest in the Orient. 
Of these three British Romantic women poets, let us consider first the works 
of Emma Roberts. In 1828 Roberts visited India for the first time along with her 
married sister Laura Henrietta Roberts and brother-in-law Robert Adair McNagten. 
She had many experiences during her stay in various parts of India. She depicted her 
lively experiences in the volume of her poems, entitled Oriental Scenes, Dramatic 
Sketches and Tales, with Other Poems. She published this collection of poems in 
Calcutta in 1830 and dedicated it to her life-long friend, Letitia Elizabeth Landon 
(1802-1838). The poems in this volume which reflect Roberts's perception of the 
Orient are discussed below: 
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A Scene in the Dooab 
This poem displays Roberts's observations on the decaying nature of Indian 
Islam and its institutions and the state of Hindu religion in the Dooab (the land 
between the two major Indian rivers - the Ganges and Jamuna) located in the upper 
provinces of India. In this poem Roberts notes that the mosque (a place where 
Muslims offer their prayers and discuss the religious and cultural aspects of Islam) 
has been in a dilapidated condition over the years and various kinds of birds use it as 
their resting place. She points out that the existence of the mosque in India 
symbolically recalls the faded power and glory of Muslims. She presents a negative 
image of the Muslims when she states that after conquering the Indian soil they had 
killed thousands of natives by their sharp swords. The following lines reflect her 
notions about the religious outlook of Muslims: 
They brought their faith from distant lands, 
They reared the Moslem badge on high, 
And swept away with reeking brands 
The rcliques of idolatry. 
(A Scene in the Doaab, 29-32) 
There was the Hindu custom of sati (burning alive the widows with their dead 
husbands in the funeral ceremony). But after the influence of Islam, this social 
malpractice decreased gradually. The British eliminated it altogether. Roberts points 
to this heinous practice thus: 
The frantic shrieks of widowed brides 
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From burning piles resound no more, -^r (?J}-jC^'''^' 
0, .^ * 
Nor Ganges' desecrated tides 
Bear human offerings from its shore. -*==;i=-
(A Scene in the Doaab, 37-40) 
Roberts presents another cultural strand of the Oriental life by an allusion to 
'the bright Zenana's hall' (a place reserved for Muslim women and girls). She notes 
the Oriental women celebrating their joyous hours in the Zenana and the golden 
colored light of the lamp which reflects their beauty and sanctity. In addition, she 
points out that the maiden appears in the 'Zenana's hall' in order to perform the song 
related to the cultural heritage of the Orient. She compares the eyes of the maiden 
with that oigazelle (a deer like animal found in Orient): 
The maiden's song, the anklet's bells 
So sweetly ringing o'er the floor. 
And eyes as soft as the gazelle's 
Are heard, and seen, and felt no more. 
(A Scene in the Doaab, 53-56) 
The Bramin 
This poem demonstrates Roberts's observations on the religious-cultural 
traditions of the Hindus in India. At the beginning of this poem Roberts gives an 
account of the serene atmosphere which prevails over the shore of the Ganges ri\er. 
She notes also the presence of pagodas there, which both enhances and diversifies the 
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scenic beauty of the river. She points out that the river is decorated by the 'terraced 
stairs' of marble stones. These stairs go step by step down into the river: 
Ganges' sacred waters spread 
Their wastes below - and crowning that green height 
In gracefiil beauty, with its marble dome. 
And terraced stairs, descending flight by flight. 
(The Bramin, 4-8) 
Roberts depicts Hinduism through her representation of the Hindu religious 
figure, Brahman. Ihe Brahman holds the highest position in the Hindu socio-religious 
hierarchical order. He performs religious duties. Roberts focuses on the caste system 
of Hinduism, pointing out that the Brahman occupies the highest position in the caste 
system. He has mastery over the religious scriptures of Hinduism, Vedas and spends 
all his time on his prayers. He imparts the knowledge of the Vedas, which form the 
bedrock of Hindu religion: 
He ponders o'er the Vedas day by day. 
Passing the silent hours in lonely prayer, 
Or shading from the sun's too fervent ray 
(The Bramin, 10-12) 
Roberts reports that the Brahman decorates 'the holy shrine' with wreathes of 
variegated flowers, collected from his native place. She provides further details - he 
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takes little food, fruit and juice offered by the devotees. The fruit, juice and grain that 
sustain his life are collected from a variety of exotic trees grown in the fertile land: 
The Bramin's meals are frugal - some fair tree 
Yields him its fruitage, and the precious grain 
Springing around in rich fertility. 
The few and simple wants of life sustain. 
(The Bramin, 21-24) 
She draws the Brahman's pious life in terms of the cultural aspect: he wraps 
the 'triple thread' of muslin (Persian word used for a lightweight and inexpensive 
cotton fabric in India) across his shoulder and the fold of this muslin reaches below 
his knee as part of the religious custom: 
The triple thread across the shoulder tied. 
Around the waist the muslin's ample fold 
Reaching with graceful flow below the knee, 
(The Bramin, 32-34) 
Roberts describes all the above detailed Hindu traditions which display her 
understanding of the Hindu culture. 
Besides, Roberts gives a precise account of the surrounding atmosphere of the 
Brahman's 'dwelling place'. She spots a flock of birds, notably 'peacocks', 'doves', 
'paroquets', 'bulbul', and 'pigeons' in the Brahman's native place. She notes that the 
Brahman takes care of those birds which are wounded at the hands of outsiders. 
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Moreover, she appreciates the sweet-song of the bulbul that moves the Brahman's 
heart: 
The bulbul breathes to him its sweetest strain, 
(The Bramin, 47) 
In sum, the poem stands out for its local colour. 
The Taaje Mahal 
This poem explores the condition of India at the time of the Mughal emperor, 
Shah Jahan (1592-1666). At the beginning of this poem, Roberts describes the 
amazing beauty of the Taj Mahal that moved her: she calls it the 'Empress of beauty'. 
She employs a series of similes to convey the beauty of the Taj Mahal: 
Oh! thou wert far more beautiful than those 
Fair forms of genii by poets sung. 
More blooming than thine own Cashmerian rose. 
O'er thy soft cheek a crimson tint was flung. 
Like mom's first flushes, or the blush that dyes 
The glowing sun-sets of our eastern skies. 
(The Taaje Mahal, 7-P.) 
In this poem Roberts relates the story how Shah Jahan got the Taj Mahal built 
as a memorial for his beloved wife beside the Jamuna river, near his royal palace at 
Agra in Uttar Pradesh, India. The sand of this river was used for the construction of 
this monument. The most precious 'pearls', 'gems', and 'gold' were brought from 
different parts of 'Hindoostan'. The following lines reflect Roberts's interest in the 
fabulous wealth of the Orient and of Shah Jahan in particular: 
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Oh! Could the treasures of the world restore 
Thy fading health, beloved one, - Shah Jehan 
Countless as yon bright river's sands would pour 
The pearls, and gems, and gold of Hindoostan, 
And yield his empire o'er the world to be 
Master of one poor straw-thatched hut-with thee. 
(The Taaje Mahal, 25-30) 
Roberts appreciates the faultless architecture of the Taj Mahal while refemng 
to the 'rich and radiant pomp' of Shah Jahan's empire. Besides, she provides an 
account of an Oriental garden which records details of the luxuriant atmosphere 
around the Taj Mahal. The garden, a symbol of paradise in Islam, was an integral part 
of Shah Jahan's palace. She notices also some Oriental trees and flowers, notably 
baubool and baylas, in the garden. 
Roberts expresses her admiration for 'the alabaster tomb', and 'the floor' 
decorated with various colorful Oriental stones. She compares the stones with those of 
'onyx', 'turquoise', and 'lapis lazuli' in shape and beauty. She emphasizes that the 
stones used in the construction of the monument display the opulence of Shah Jahan's 
empire. 
The Dying Hindoo 
This poem portrays the death-bed scenes of a Hindu in India. At the begirming 
of the poem Roberts presents an account of this Hindu who lies on the shore of the 
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Ganges river. His heart beat slows down considerably. The gradual loss of his sense 
of sight and pulse puts him at the deathbed. His forehead bears the sign of his dying 
moment. Roberts is quite apt in delineating the condition of this dying Hindu: 
He lies beside the sacred river, 
His heart has lost life's ruddy glow, 
His sighs are faint, his pulses quiver. 
And death's chill damps are on his brow. 
(The Dying Hindoo, 1- 4) 
Roberts's description of the scene of this dying person gives an "evidence of 
dislocation and violence and the conviction of a morality" (Gibson 71). She draws 
attention to the grim rather sardonic fact that the relatives of this dying person, instead 
of showing any kind of humble attitude, joyfully laugh, sing, and carry on their day to 
day activities. Moreover, they swarm on the occasion of taking a bath in the water of 
the Ganges. It is a belief among the Hindus that the bath in this river cleanses one's 
sins. Roberts notes this tradition performed by the dying Hindu: 
He too had sought the Ganges' shore. 
And bathed within its hallowed stream. 
(The Dying Hindoo, 15-16) 
Roberts also points out that the relatives do not express any grief for the 
sufferings of this dying man. Rather, after his last breath, they throw the corpse into 
the river. The dead body descends into the tide of the river. The ghastly hea'd 
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sometimes appears above the surface of the water. The relatives perform their 
religious duty by throwing the dying Hindu into 'the stream's headlong current'. 
The North-Wester 
Roberts composed this poem in 1828, the year when she visited Murshidabad 
(now a district located in the state of West Bengal). The Nizam (a title given to the 
ruling prince during the Mughal empire) made this district the capital of Bengal. In 
this poem Roberts draws an account of Murshidabad and the influence of 'north-west' 
wind on Murshidabad. 
Roberts focuses her attention on the vicinity of Murshidabad, over which the 
gentle wave of the 'north-west' wind flows. She recalls the place as the 'gorgeous 
scene' through which the Ganges flows with its 'calm and waveless tide'. She murks 
the tranquil nature of the river's course. She reports that 'some fond maid, or anxious 
lover' throws variegated lotus flowers into the river. The accumulated heaps of these 
flowers form a shape of a crown on the calm stream of the river. 
Roberts notes some Oriental trees, notably peepul and niem around the 
'Nizam's regal palace'. She describes that 'the dark peepul's glossy foliage' and the 
leaves of the niem tree stir up with the gentle wave of the 'north-west' wind. The 
'shrubs of fragrant scent and brilliant hue' stand out in the evening breeze: 
Its marble wings up springing from the shade 
By the dark peepul's glossy foliage made, 
The waving niem, the willow-like bamboo, 
And shrubs of fragrant scent and brilliant hue, 
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(The North-wester, 21-24) 
Roberts points out the devastating nature of the 'north-west' wind. The natives 
gather on the shore of the Ganges and offer flowers in honour of the deities of the 
river-streams. But suddenly the 'north-west' wind appears and disperses every 
offering on the stream of the river. At the time of appearance of this wind the whole 
sky becomes dark and there is a sudden movement in the course of the river. This 
wind blows on such a high speed that the 'thunder bursts' everywhere and brings 
about disaster in the vicinity of Murshidabad: 
The sultry air grows thick, the skies are dark. 
The river swells, and now the struggling bark 
Along the rushing wave is wildly driven, 
And thunder bursts from every gate of heaven; 
O'er tower and palace, hut, and holy fane 
In frantic madness sweeps the hurricane; 
'And trees uprooted strew the earth; and air 
Is filled with yells, and shrieks of wild despair. 
(The North-wester, 43-50) 
At the end of the poem Roberts describes that after the wild activities of the 
'north-west' wind the whole place becomes calm in the evening and is illuminated by 
the light of the 'lamp within the palm nut's fragile boat'. The air echoes 'with the 
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Bulbul's sweetest tale' and is 'filled with perfume from the lemon trees'. The streams 
of the river run smooth: 
The stonn has passed - and now the sparkling river 
Runs calm, and smooth, and beautiful as ever. 
(The North-wester, 59-60) 
The Rajah's Obsequies 
In this long poem Roberts presents her observations on the occasion when the 
local Hindus of Benares perform the funeral rites of the Rajah (a title given to the 
nobleman or prince of Hindus during the Mughal rule) on the shore of the Ganges 
river. She describes the presence of the 'majestic banians' on the banks of the Ganges. 
She metaphorically equates the 'green luxuriance' of the banians with the 'lofty 
minarets' which symbolize eternity. Her description of the banian tree is as follows: 
And there majestic banians tling 
Their green luxuriance beside 
The lofty minarets that spring 
With upward flight in towering pride; 
(The Rajah's Obsequies, 13-16) 
She glorifies 'the river's sparkling wave' on which the 'sun pours down a flood of 
light'. She emphasizes that the 'sacred floods' of the Ganges reflect the image of the 
temples of the holy city, Benares: 
Where Ganges spreads its sacred floods -
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The holy city's temples glow 
Reflected in the stream below. 
(The Rajah's Obsequies, 22-24) 
She also notes that the 'sacred floods' of the river create the 'fertile plains' of India. 
Roberts underscores the significance of some musical instruments of Indian 
origin in the poem. She reports that 'the dark-eyed maids' celebrate some festivals in 
'the Zenana's halls'. These maids listen to a soft variety of resonance and harmony 
produced by the sitara (Hindi word used for a musical instrument in Indian classical 
music). They also show their interest in hymns that glorify the notable themes and 
ideas of the Oriental cultures: 
The dark-eyed maids hold festivals, 
And listen to the soft sitars. 
Hymning those sweet and gentle themes 
Which young hearts picture in their dreams. 
(The Rajah's Obsequies, 31-34) 
She also appreciates the melodious sounds of dhole (another instrument used for folk 
music in India) that highlights the rich variety of Indian culture. 
Roberts talks of Benares (a city now located in the state of Uttar Pradesh). She 
marks the presence of 'domes' and 'sacred groves' in this city that adds scenic beauty 
to the shore of the Ganges river. She emphasizes that the doves and other varieties of 
birds make their nests in the green vicinity of Benares, and that the bulls which the 
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Hindus consider sacred roam everywhere in large numbers. The panoramic view of 
this city that she depicts is as follows: 
Oh bright, Benares! are thy domes, 
And beautiful thy sacred groves, 
Where ring-doves make their blissful homes 
And the white bull unfettered roves; 
(The Rajah's Obsequies, 35-38) 
Roberts points out the culinary culture of the local Hindus. She shows her 
interest in dal (Hindi word used for a side-dish in Indian cuisine) which the Hindus 
take with rice. She notes that the Hindus take little amount of vegetables that suffices 
for them. Her description how the Hindus take 'the silvery rice' with the 'golden dal' 
and other vegetables is as follows: 
Milk, and some vegetable root, 
The golden dal, the silvery rice. 
The plantain's, or the mango's fruit. 
The Hindoo's simple wants suffice. 
(The Rajah's Obsequies, 41-44) 
Roberts adds that the Hindus swarm on the banks of the Ganges for the funeral 
rites of the Rajah. She emphasizes that when the Hindus set fire to the funeral p)Te, a 
kind of scented perfume comes out from the burning pile made of cedar, rose and 
sandal wood: 
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Perfumes are burning all the while; 
And they have reached the Ganges Flood, 
And heaped upon the funeral pile 
Cedar, and rose, and sandal wood. 
(The Rajah's Obsequies, 141-144) 
After the completion of funeral rites the Hindus take their holy bath in the water of the 
river in order to wash away their sins. The funeral rites and holy bath performed by 
the Hindus represent the religious traditions of Hinduism. Roberts captures the image 
of the Brahman preaching over 'human suffering' and 'human sacrifices'. But she 
perhaps detests a negative strand of Hinduism as she reports that the ghastly dead 
body peeps into the water of the river and spreads out bad smell over the whole place: 
Yet here the river's crystal flood 
With living victims is prophaned. 
And here with streams of human blood 
The temple's reeking courts are stained, 
(The Rajah's Obsequies, 51-54) 
Roberts offers an image of the lower class people employed as servants at the 
Rajah's court. She notes that chobedar (Persian word used in India for the gate 
keeper) waves the 'silver maces' on high in front of the ca/alcade while chuprassies 
(another group of servants) 'clear the way' at the time of'the Rajah's obsequies' and 
keep themselves busy in swelling 'the pomp and the parade' at the Rajah's court. 
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Besides, there are other groups of local Hindus who attend the funeral rites and pace 
with solemn tread'. 
In this poem Roberts mentions some traditional clothes and ornaments of the 
Orient which are worn by the Rajah's wives. She marks the 'muslin robes' of the 
Rajah's wives. She refers also to Syah (a loose garment) which the Rajah's wives tie 
at their waist. She notes that the edge of this garment is decorated with spangles. She 
underscores the 'shining fold' of ornee (scarf) that enhances the beauty of the Rajah's 
wives. She refers also to 'the glittering Bangles' that adorn the beauty of the Rajah's 
wives. 
Night on the Ganges 
Roberts's perception of the Orient is embedded in her poem, "Night on the 
Ganges". In this poem she describes the deep serenity, sanctity and tranquility of the 
Ganges river. The opening line of the poem -'How calm, how lovely is the soft 
repose' - is reflective of her fascination for this river. She appreciates the currents of 
the river that flow under 'the stream of melted chrysolite'. She admiringly represents 
the river as mother, thus articulating the local Hindu belief. She describes the currents 
of the river as lulling. She points to reflection of 'Mosques, groves, and cliffs, and 
pinnacled miners' on the 'silvery surface' of the river. 
Roberts notes that the fresh 'evening breeze' suddenly appears in the 
landscape and moves the 'snowy blossoms' of 'the clustering lemon trees', thus 
mixing up their sweet fragrance with the balmy air. She makes an allusion to bu/hul 
(Persian word used in India for the nightingale) whose sweet songs echo in the 
surroundings of the 'marble-domed pagoda'. She states that the 'sun pours down' its 
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'gentle rays' with 'their undazzling lustre' in 'the sparkling stream' of the river, thus 
drawing attention to the soothing atmosphere of the landscape. 
Roberts adds 'vivid colouring' to the Orient in pointing to 'the glossy peepul' 
(Hindi word for a deciduous tree found throughout India), 'the bamboo', 'the 
mantling foliage', and 'green hill's deepest shade'. The twilight falls on the scattered 
leaves of 'the glossy peepul' tree and 'the bamboo' on the landscape. The 'tender 
radiance' of the sun also reflects an image of the 'mantling foliage' fallen 'within the 
green hill's deepest shade'. 
In the last stanza of the poem Roberts talks of some flowers which enhance the 
range of the local colour. She marks that the lily flowers bloom suddenly in 'queen-
like beauty by the river's brink' in the evening while 'the broad-leaved lotus' unfolds 
its 'roseate flowers in many a knotted link'. Moreover, she describes that 'the river's 
breast' offers a comforting site for 'the sultry sun' and for the 'evening's soft and 
tender shadows'. Thus, she captures many features of the Oriental landscape. 
The Moosulman's Grave 
This poem provides an account of the Muslims' grave and the Hindu temples 
which Roberts had visited during her journey in India. At the beginning of the poem 
Roberts informs that the 'lofty palms and waving mangos' grow naturally in the 
'verdant glade' and 'the tall peepul spreads its grateftil shade' above 'the pious 
Muslem's lowly tomb'. She praises the wom-out calligraphy inscribed on the tomb 
that does not witness any record of the Muslims except the fact the Muslims were the 
natives of this 'fair valley'. 
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Roberts speaks of the pious Muslim who 'planted all those clustering topes' 
and dug 'the basin of the well-filled tank'. She points to the antelopes playfully 
jumping over 'the flowery bank', and to a large number of birds flying over 
landscape. Thus she captures the soothing atmosphere prevailing around the grave: 
The pleasant haunt of playful antelopes, 
Who leap rejoicing o'er the flowery bank; 
And there in flocks, besides its ample brim. 
Unnumbered birds wheel round in airy rings; 
And o'er its glassy surface wild fowls skim. 
And stately herons plume their shining wings. 
(The Moosulman's Grave, 11-16) 
Roberts depicts the local Hindu belief through her description of the temples. 
She notices that the Hindu devotees offer their 'grateful prayers' in the temples and 
shower blessings on the founders of those temples. She speaks of the lotas (Urdu 
word used in India to denote a small water container made of brass, copper or plastic) 
which the Hindus use for storing the 'gushing waters' of the temples, and of ghurrah 
(Hindi word used in India for a spherical shaped water-jar) which 'a graceful female' 
dips 'in the crystal rill'. Her painstaking attention to details is remarkable: 
Whose gashing waters all their lotas fill; 
And many a graceful female form is bent. 
Dipping the ghurrah in the crystal rill. 
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(The Moosulman's Grave, 22-24) 
Roberts takes note of 'a pillared mosque' and 'its modest dome' located on the 
green shore of the lake. She depicts 'the wandering/a^eer' (Arabic word used in India 
to denote a religious mendicant) who looks for shelter in the mosque for rest and there 
he recites nuzzum (Persian word used in English to signify lyrical verses) 'from the 
high kiosk'. She also emphasizes that at the fall of night ihisfakeer 'feeds the lamp 
with palm-nut's fragrant oil' and 'plucks the fairy offerings of the soil' in order to 
decorate 'the altar's height'. 
In this poem Roberts mentions some aromatic flowers of the Orient. She 
describes that the 'yellow champa and the Jessamine' flowers bloom in 'the sunny 
land' of the 'Forest and hill, steep cliff, and tangled wild' and spread their sweet 
perfiime over the whole landscape. She emphasizes that the 'India's dark-browed 
natives' pluck these flowers and make wreaths from them. They offer these 'wreaths 
of flowers' in 'each holy shrine' built on the valley of the river. They throw some 
'snowy chaplets' in 'the bright waters' of the river which float along with the lotus 
flowers. Besides, Roberts refers to baubool (Persian word used in India to denote 
acacia tree) which emits golden coloured gum from its bark. 
In the last three stanzas Roberts asserts that the followers of both Islam and 
Hinduism decorate with the 'votive offerings' the 'Mosque or pagoda' built beside the 
river or tank. She refers to 'mosque or mhut's o'ershading canopy' which 
symbolically represents religious harmony in the Orient. She also refers to the 'wide 
serai within the city's gate' which provides room for the 'way-worn traveller'. Lasfly 
she points out that when a traveller feels weary after a long journey over the 'wide 
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and sultry realms oi Hindostan\ he 'finds a frequent place of welcome rest' in the 
'Mosque or pagoda'. 
Nour Juffeir Khan 
Roberts wrote this long poem during her visit to the fortresses on the banks of 
the Jumna River during the Mughal rule. In this poem she introduces an Oriental tale 
which provides a detailed account of her knowledge about the Orient. At the 
beginning of her tale she notes that the majestic domes do not reflect the towering 
pride of the fortresses, for they have been dilapidated at the command of a 'gallant 
chieftain'. Only the 'lowly river' flows in its calmness through close vicinity of the 
fortresses, and a large number of wild animals, notably 'prowling wolves and tigers', 
'the gigantic bear', the 'fearful alligator', and 'the fretful porcupine' make their 
dwelling place on both the shores of the river. Roberts imagines that the 'passing 
boatman' is able to listen to 'cittara 's softer sounds' coming out 'from those bright 
halls' where a 'clustering troop of graceful girls' assemble to celebrate the cultural 
ceremonies of the Orient. All the sweet sounds produced by the Oriental musical 
instruments echo in the evening breeze blown over the 'Jumna's roseate breast'. 
Roberts points out the importance of both the valleys of the river that produce 
'cotton', 'sugar canes', 'castors', 'indigo', and other kinds of grain in abundance. She 
notes that the 'crested parrot' makes its 'sweet abode' in the dense leaves of the 
clustering sugar canes' while the 'nyl ghau' (a Hindi word referring to a wild animal 
resembling a cow) 'loves mid bushy dells' of the river. The 'trampling elephants' 
create a 'silvery sounding' in the deep jungles of the landscape. Some of these wild 
elephants 'are equipped with howdahs" (Hindi word denoting a seat placed on the 
back of an elephant). 
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Roberts asserts that the chiefs who ride the 'majestic elephants' are attired in 
rich 'Silver and silk, and golden brocade'. They wrap the 'crimson shawl' (originally 
a Persian word referring to a loose fabric) across and above their 'breast' and 
'graceful shoulder'. The chiefs also wear 'the gem-starred turban' which 
metaphorically represents their wealth: 
And chiefs in regal pomp arrayed. 
Silver and silk, and gold brocade, 
The crimson shawl across the breast 
Above the graceful shoulder hung. 
Or sash-wise, round the shining vest. 
Or o'er the gem-starred turban flung. 
In all their glittering panoply. 
The port - the gleaming brand -
Appear like those bright genii 
Who erst had ruled the sunny land. 
(NourJuffeirKhan, 137-145) 
Roberts highlights another cultural tradition of the Orient through her 
depiction of the Zumeendars (a Persian word used in India to mean the landlord). 
Zumeendars eat 'rich pillaus' (a Persian word used in India for a dish made of rice, 
meat or vegetables with flavoured spices) with golden coloured kaarries (a Hindi 
word used in India for a saucy dish) along with their guests. After taking meal they 
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offer 'many coloured sherbets' (a Persian word used in India for a sweetened drink or 
a juice of fhaits with sugar) and paan (a Hindi word which stands for the betel leaf) to 
their honoured guests. Roberts thus encompasses a range of the traditions of the 
Orient. 
Roberts talks of the 'gushing water melons', 'the glossy mango', 'citrons', 
'pomegranates', 'pistachio', 'grapes', and other kinds of fruits produced on the sandy 
banks of the river. She marks how the traders 'from far Thibet' buy all these kinds of 
fruits at a lower rate and start selling them at a higher rate all over the country She 
points also to the reflection of 'some fair lotus' of Delhi (now the capital of India) in 
'the Jumna's sparkling waters', representing the 'domestic paradise'. 
Roberts notes that the Scindia (a Hindi word referring to Scindia of Ciwalior 
state) appeared as a 'profligate licentious race' during the reign of Meer Jah Asiph 
(the founder of Asif Jahi dynasty of Hyderabad). They captured the valleys of the 
Jumna river and celebrated 'each night in savage glee' after the end of the battle. They 
even started mocking 'the Prophet's holy laws'. Roberts asserts that she composes a 
lyrical song on such lingering, thus connecting the 'gentle spirits' of the Orient: 
Dearest! I've lingered in my song. 
And fain would still the lay prolong, 
In fond yet idle pleasure dwelling 
On bliss which cheats the listening ear, 
With soothing softness only telling 
What gentle spirits love to hear. 
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Yet I must hasten with the tale; 
For when we reach yon woody cliff, 
(Nour Juffeir Khan, 227-234) 
Apart from the above poems, Roberts wrote some other poems notably, 
"Address, Spoken at the Opening of the Cawnpore Theatre" and "Spain" which 
contain some images of the Orient. In "Address, Spoken at the Opening of the 
Cawnpore Theatre" she talks about the dhole (Hindi word signifying a musical 
instrument in the Orient) which the professional musicians beat at the Cawnpore (now 
called Kanpur) theatre. She points to 'Pagodas, minarets, and dome-crowned 
mosques' presenting the hido-Persian architecture. In "Spain" she depicts Arab 
Muslims who defeated the Christian and gained control over Spain. In addition, she 
reflects some traditions and cultures associated with the Muslims. 
Anna Maria Jones recounts some of her experiences which she had during her 
decade long stay in India in her poems. Her poem, "Adieu to India" is reflective of her 
interest in India. Written in 1793, this poem relates her 'thoughts' swaying between 
India's 'fertile Plains' and her indigenous valleys. In this poem she captures the image 
of the central position of Hinduism, with her allusion to ^Brahma's holy Doctrine'. 
She states that the Hindu doctrine prevails over the 'fertile Plains' of India. Her other 
observation is that the 'virtuous Principles' of Brahma bind the ^Hindoo's meek 
untainted Mind'. 
As the poem advances, Jones thinks of her home country as she feels lonely 
after the death of her husband. She depicts her homeland thus: 
I hasten to my Native Shore, 
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Where Art and Science blend their Lore: 
There Learning keeps her chosen Seat -
A milHon Votaries at her Feet, 
Ambitious of the Laurel Bough, 
To wind about their honoured Brow. 
(Adieu to India, 25-30) 
In the later part of the poem Jones describes that she travelled to various parts 
of India as a 'solitary Maid\ At the time of her farewell she recalls the sacred 
Haunts' and the 'Streams that swell the winding Houghly 's Tide'. Her reference to the 
Houghly (now better known as Hooghly in West Bengal) river has a contemporary 
touch in the poem. The East-India company came to West Bengal through the channel 
of this river and established the 'Seat of Commerce' on its banks. She points to 'the 
Mariners' who eagerly 'unfurl the Sails' and 'meet the Pressure of the Gales'. She 
thinks that all such impressions in India may be washed away from her heart when 
she will reach her home country. But only the 'fond Memory' representing 'Those 
Hours of Bliss, those Scenes of soft Delight' will not vanish in the 'oblivious Power 
of Time', rather it will go on moving her heart. 
Unlike Emma Roberts and Anna Maria Jones, Felicia Dorothea Hemans did 
not have any first-hand knowledge of the Orient. She imaginatively depicts the social, 
cultural and religious life of the Orient in two of her poems - "The Indian City' and 
"The Traveller at the Source of the Nile". The former is a tale of an Oriental, Muslim 
woman and her son while the latter articulates the twin feelings of joy and 
homesickness in the heart of a traveler. 
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The Indian City 
This poem presents the tale of a mother and her son. Hemans focuses her 
attention on the setting of the poem. In the opening part of the poem she depicts 'an 
Indian city' which abounds in 'pillared domes', 'fused in the burning sky', 'deep 
groves', 'vaults of the banyan' glittering with the gold coloured leaves of 'the 
plantain', 'white pagoda' built up by the side of the 'lake and stream', and the 'the 
lotus-flowers'. A 'graceful Hindu maid' appears like 'the desert's roe' for loading 'the 
water-vase from the palmy shade' while the Brahman gets ready for prayer. 
As the poem advances, one learns that 'a noble Muslim boy' along with his 
mother passed through 'the scene of beauty' of the 'Indian city' on the way to the 
pilgrimage to Makkah. This "Indian city' is presented as 'the stately" city' and has the 
gorgeous woods which are a suitable sheltering place for the 'birds' with the 'starry 
plume'. Hemans notes that the 'Muslim boy' crosses 'the brink of the shining lake' of 
the city by 'the tall canes feathered in tuft and brake' while his mother becomes 
fascinated by 'the Bramin city's glorious bowers', 'the pomp of the forest', 'the 
wave's bright fall', and the 'red gold of sunset'. However, for his fault of entering the 
forbidden city, the boy meets his death at the hands of the local Hindus. 
Hemans depicts Maimuna, the mother of the slaughtered boy and the only 
character in this poem with a name. She notes that Maimuna neither shrieks nor feels 
shocked at a time when her son is killed in the Hindu dominated city. She breathlessly 
kneels 'in her son's young blood' and raises the question - 'What hath befall'n thee, 
my child, my son?'. She bows 'down mutely o'er her' son's dead body, thus letting 
her soul sit 'veiled in its agony'. She utters the following words: 
'Not yet, not yet I weep, 
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Not yet my spirit shall sink or sleep, 
Not till yon city, in ruins rent. 
Be piled for its victim's monument. 
Cover his dust, bear it on before -
It shall visit those temple-gates once more!' 
(The Indian City, 133-138) 
Maimuna passes 'from realm to realm' of the landscape and lets 'her pale lips' 
express such word - 'Each one a spell to unsheathe the sword'. The 'Tartar', 'the dark 
chief of Araby', and the 'wild archer' demolish the Hindu temples in revenge for the 
slain of the 'Muslim boy'. Hemans uses some derogatory terms for the group of these 
Orientals such as 'warrior throng' and 'the avenger with foaming speed". She 
emphasizes that these Muslims killed the Hindus with 'the sword' resultmg in 
violence and a heavy toll of lives in the city. So doing, she reports the Hindu-Muslim 
clashes then common in the British India in her poem. 
The Traveller at the Source of the Nile 
In this poem Hemans represents a travel account with a marked resemblance 
to James Bruce (1730-1794), a Scottish traveler who made a journey to Egypt and 
discovered the source of the Nile. Yet she anticipates few misperceptions about the 
Orient. She depicts a traveler standing 'proudly' near the valley of 'the well-spnng, 
deep and lone' Nile. He thinks of 'his father's hill and graves' in his imagination. He 
hears a 'low mysterious tone' produced from the gushing water of the river, and 
thinks it to be 'the song of victory' as it moves 'his heart' vehemently. He even 
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becomes surprised himself by the powerful torrents which meander through the 
'depths of that green solitude' and change the course of the 'calm fountains of the 
Nile'. 
Hemans points to 'a sudden change' at the fall of night which becomes the 
cause of 'the pilgrim's glorious goal', and metaphorically represents 'the glow of 
power and pride' at the traveller's 'triumph's hour'. Supposing himself at the peak of 
'his own mountain land', the traveller thinks that 'thousand streams of lovelier flow' 
represent the 'wild sweet voices' calling him to his real home. He imagines himself 
embarking on the 'fearful vision' fraught with 'all that lay between'. Moreover, the 
Oriental images of the 'Arab's lance, the desert's gloom' and 'the red simoom' evoke 
the fear of death and disaster in him, conveyed in the following lines: 
But darkly mingling with the thought 
Of each familiar scene. 
Rose up a fearful vision, fraught 
With all that lay between; 
The Arab's lance, the desert's gloom. 
The whirling sands, the red simoom! 
(The Traveller at the Source of the Nile, 37-42) 
Hemans seems to suggest that the traveller's joys over the victory of the 
source of the Nile seem meaningless to him as he decides to go back to his own home. 
100 
Works Cited 
Gibson, Mary Ellis. Indian Angles: English Verses in Colonial India from Jones to 
Tagore. Ohio: Ohio University Press, 2011. Print. 
Hemans, Felicia Dorothea. "The Indian City." Romanticism: An Anthology. 3' 
Edition. Ed. Duncan Wu. Oxford, UK: Blackwell Publishing, 2006. 1279-
1284. Print. 
"The Traveller at the Source of the Nile." Romantic Women Poets 1770 -J 838: 
An Anthology. Ed. Andrew Ashfield. Manchester: Manchester University 
Press, 1995. 190-191. Print. 
Jones, Anna Maia. "Adieu to India." Romantic Women Poets 1770-1838: An 
Anthology. Ed. Andrew Ashtleld. Manchester: Manchester University Press, 
1995. 111-112. Print. 
Roberts, Emma."A Scene in the Dooab." Oriental Scenes, Dramatic Sketches and 
Tales, with Other Poems. Calcutta: Norman Grant, Calcutta Depository, 1S30. 
1 - 4. Print. 
"The Bramin." Oriental Scenes, Dramatic Sketches and Tales, with Other 
Poems. Calcutta: Norman Grant, Calcutta Depository, 1830. 5 - 8 . Print. 
"The Taaje Mahal." Oriental Scenes, Dramatic Sketches and Tales, with Other 
Poems. Calcutta: Norman Grant, Calcutta Depository, 1830. 9-15. Print. 
"The Dying Hindoo." Oriental Scenes, Dramatic Sketches and Tales, with 
Other Poems. Calcutta: Nonnan Grant, Calcutta Depository, 1830. 16 - 18. 
Print. 
"The North-Wester." Oriental Scenes, Dramatic Sketches and Tales, with Other 
Poems. Calcutta: Norman Grant, Calcutta Depository, 1830. 19 - 21. Print. 
101 
"The Rajah;s Obsequies." Oriental Scenes, Dramatic Sketches and Tales. 
with Other Poems. Calcutta: Nomian Grant, Calcutta Depository, 1830. 22 -
38. Print. 
"Night on the Ganges." Oriental Scenes, Dramatic Sketches and Tales, with 
Other Poems. Calcutta: Norman Grant, Calcutta Depository, 1830. 39 -41. 
Print. 
"The Moosulman's Grave." Oriental Scenes, Dramatic Sketches and Tales, 
with Other Poems. Calcutta: Norman Grant, Calcutta Depository, 1830. 46 -
51. Print. 
"Nour Juffeir Khan." Oriental Scenes, Dramatic Sketches and Tales, with 
Other Poems. Calcutta: Norman Grant, Calcutta Depository, 1830. 52 -69. 
Print. 
102 
^ 
CHAPTER IV 
Oriental Diction in the Poems 
of Emma Roberts, 
Anna Maria Jones and Felicia 
Dorothea Hemans 
&K ^ 
CHAPTER IV 
Oriental Diction in the Poems of Emma Roberts, Anna Maria 
Jones and Felicia Dorothea Hemans 
Since time immemorial the Orient has always been a subject of fascination for 
the Western poets and authors. Oriental words- i.e. of Arabic, Persian, Turkish, and 
many other Indian languages, have been employed by the Western poets of different 
periods. As a result, certain words of Oriental origin have entered Western 
vocabulary. 
The tradition of using Oriental diction was not an exception in the case of 
British Romantic Women Poets. It is no wonder that women poets contributed a lot in 
the Romantic Period. The British romantic women poets, especially Emma Roberts, 
Arma Maria Jones, and Felicia Dorothea Hemans used some Oriental diction in an 
attempt to faithfUUy depict the Oriental way of life. Although Hemans's dream of 
personally visiting India was never materialized, she wrote some beautiful poems on 
India which contain much Oriental diction. Roberts and Jones were truthful to their 
experiences in the Orient. These women poets employed Oriental diction of their own 
choice. 
This chapter attempts to draw a compendium of Oriental diction used by 
Roberts, Jones and Hemans. In this chapter I have tried to highlight the origin of each 
Oriental word. The use and functional value of the diction, as referred to by these 
women poets, have also been examined in terms of their accuracy and importance, if 
any, on the effect of the poem. The Oriental words have been arranged alphabetically 
in this chapter. After each word the first figure within brackets denotes the name of 
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the poem followed by the number of Hnes in which the word appears. The following 
abbreviations have been used for the poems of Roberts: SD = "A Scene in the 
Dooab", B = "The Bramin", TM = "The Taaje Mahal", DH = "The Dying Hindoo", 
NW = "The North-wester", RO = "The Rajah's Obsequies", NG = "Night on the 
Ganges", MG = "The Moosulman's Grave", NJK = "Nour Juffeir Khan", A = 
"Address, Spoken at the Opening of the Cawnpore Theatre" and S = "Spain". The 
abbreviations of Jones's poems are: ODC = "Ode inscribed to Delia Crusca", OF = 
"Ode to Fancy" and AI = "Adieu to India". For Hemans's poems the following 
abbreviations are used: IC = "The Indian City" and TSN = "The Traveller at the 
Source of the Nile". 
Afghaun (NJK, 246) 
Originally referring to a native of Afghanistan, a country located on a 
landlocked plateau between Iran, Pakistan, China, and many countries in Central 
Asia, Roberts's use of the Persian word Afghaun instead of popularly known as 
Afghan refers to the nomadic people of the above named country. She truly depicts 
the living standard and the quarrelsome nature of the people of Afghanistan in the 
following lines: 
Bringing a fierce marauding crew 
Of Afghaun and Mahratta hordes 
A reckless brand, who only knew 
The crimson laws of their own swords. 
(Nour Juffeir Khan, 245-248) 
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Agra (TM, 56) 
Popularly acclaimed by the Indian and foreign tourists as the site of Taj 
Mahal, built during the early part of the 17* century in the reign of Mughal emperor 
Shah Jehan (1592-1666), etymologically the Indian word, Agra refers to a city in 
northern India, which is situated on the bank of Yamuna River. Taj Mahal is 
considered as the most photographed monument in the world. Roberts's allusion to 
Agra has a contemporary touch, for she had captured the pleasing sight of Taj Mahal 
with her undivided attention and represented this city in an appropriate manner: 
A hundred years have winged their flight 
O'er princely Agra's lofty towers, 
A hundred years of sunshine bright 
Have reveled through its summer bowers -
(The Taaje Mahal, 55-58) 
Amber (OF, 6) 
Known as anbar (Simpson 383) in Arabic, this word signifies a kind of 
perftime that is extensively used by the Orientals. Jones displays her familiarity w ith 
this aromatic substance, reflective of the Oriental taste. 
Arab/Araby (S, 10, 26) (IC, 166) (TSN, 41) 
Commonly known as Arab (Hornby 65), the term, Araby refers to the land of 
Arabia that is encircled on the north by Jordan and Iraq, on the east by the Persian 
Gulf and the Gulf of Oman, on the south by the Arabian Sea and the Gulf of Aden, 
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and on the west by the Red Sea. In the writings of many English writers Araby 
appears as a fictional or romanticized term. With reference to the Arab, Roberts seems 
to assimilate the substantial Arab viewpoint in terms of the Saracenic culture. Hemans 
perhaps includes the allusion of "the dark chief of Araby" to display her interest in 
Eastern mysticism. Almost the same kind of mysticism of the Orient reappears in her 
depiction of the traveler who 
Rose up a fearful vision, fraught 
With all that lay between; 
The Arab's lance, the desert's gloom. 
The whirling sands, the red simoom ! 
(The Traveller at the Source of the Nile, 39-42) 
Bangles/Chowries (RO, 102, 126) 
Known as Kangan or Chudi in India, the word, Bangles, deriving from the 
Hindi word, bangri, refers to a type of glass bracelet, worn mainly by the Indian 
Hindu women. Either gold or glass bangles or both in combination enhance the beauty 
of the Indian women who wear them after their marriage, signifying their marital 
status. Roberts says: 
With silver handled Chowries wrought 
With the rich plume of some rare bird, 
(The Rajah's Obsequies, 102-103) 
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The above lines describe the cultural tradition of Indian women. Moreover, bangles 
worn by Rajah's wives fascinated Roberts, bringing to her mind India's fabulous 
ornamental wealth. 
Banyan (IC, 7, 154) 
Popularly considered a sacred tree in Hinduism, the word, banyan (Hornby 
108) refers to a South Asian tree with structures that grow down from the branches to 
the ground and then grow into new roots and trunks. This is also the national tree of 
India. Remans gives a description of "the pillared vaults of the banyan'" that 
symbolize India's unity. 
Baubool (TM, 77) (MG, 56) 
Known as Babul in Persian, the word Baubool refers to a type of acacia tree 
which, generally growing wild all over India, produces gum. In India the bark ot this 
tree is used for tanning. Roberts's metaphoric use of this tree helps her concentrate on 
the Oriental opulence thus: 
The glittering baubool drops its gold 
(The Taaje Mahal, 77) 
Baylas (TM, 78) 
Known as Bel or Belt in Bengali, the Indian word Baylas alludes to a t\npc of 
jasmine flower. This flower is popularly associated with Bengali culture for its strong 
scent. Indian women use a garland from these flowers in their hair as adornment. "Fhe 
flower of this shrub is also used in worship in Hindu religious rites. Roberts's 
description of sweet smell producing Baylas is as follows: 
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And baylas perfumed buds unfold 
Their crests of snow, o'er the pink bed 
With the broad lotus thickly spread. 
(The Taaje Mahal, 78-80) 
Benares (RO, 35, 127) 
Known to the Mughal and British rulers as Banaras and literally a place where 
the nectar of life is available, Roberts's use of the word Benares refers to a city that is 
located on the northern bank of the Ganges River. In Hinduism it is considered the 
land of Lord Shiva. It is a Hindu pilgrimage town where Guatama Buddha delivered 
his first speech. Roberts very aptly marks the availability of domes and sacred trees 
all over Benares: 
Oh bright, Benares! are thy domes, 
And beautifiil thy sacred groves, 
(The Rajah's Obsequies, 35-36) 
In the above lines she also highlights the peaceful surroundings and spiritual 
ambience of Benares. In addition, she talks of the famous webs of this city which 
surpass Persia's rarest, finest loom. Her account follows: 
Benares' far-famed webs have vied 
With Persia's rarest, finest loom; 
(The Rajah's Obsequies, 127-128) 
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Brama/Brahma (SD, 34) (ODC, 45) (AI, 20) (IC, 80) 
The Sanskrit word Brama, referring to Brahma (Brewer 171), the Hindu god 
according to Hindu mythology, conveys the concept of ultimate cosmic principle. 
Brahma is said to form a trinity with Vishnu, the Sustainer and Shiva, the Destroyer. 
In an accurate manner Roberts portrays the Hindu rituals conducted in the name of 
Brama. Jones's reference to 'Brahma's holy Doctrine' and 'virt'ous Principles' 
underscores her acute understanding of the religious hfe in the British India. Hemans 
also draws on the same concept of Brahma in the Oriental context. 
BraminIBrahmin (B, 8, 21, 57, 63, 68) (NW, 33) (RO, 46, 96, 285) (IC, 
26,60,141,147) 
Known as Brahman (Hornby 176) in the Orient, this Hindi word signifies a 
Hindu priest who belongs to the highest caste of Hinduism. This person, highly 
revered in Hinduism, imparts the knowledge of the Veda and Hindu Scriptures. With 
minute observation Roberts shows how the Bramin leads a life of pious abstinence 
and how he holds a superior position in the caste system and how he is exalted in the 
community. Hemans aptly points out the religious prospects of Hinduism through the 
portrayal of this Brahmin figure. 
Bulbul (B, 47) (NW, 56) (NG, 13) 
The Persian word Bulbul stands for nightingale. In Persian poetr> this 
songbird is frequently mentioned by the Persian poets. "Bulbul is generally associated 
in the Orient with love and melodious song" (Kidwai 87). This Oriental bird may 
have been noted by Roberts. Her familiarity with this bird comes out thus: 
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The bulbul breathes to him its sweetest strain 
(The Bramin, 47) 
Is vocal with the Bulbul's sweetest tale 
(The North-wester, 56) 
Cashmerian (TM, 9) 
The word Cashmerian is related to Kashmir, the Himalayan region in northern 
India. 'Cashmerian rose' exudes a very aromatic odour that fascinates the travelers. 
Roberts reinforces the beauty of Taj Mahal by making an allusion to 'Cashmerian 
rose', which is equally beautifiil: 
Oh! Thou wert far more beautiful than those 
Fair forms of genii by poets sung. 
More blooming than thine own Cashmerian rose. 
O'er thy soft cheek a crimson tint was flung, 
(The Taaje Mahal, 7-10) 
Chabouta {DH, 18) 
This is a Hindi word referring to a small platform made of well-tempered clay. 
Being familiar with the Oriental culture Roberts speaks of the Indian terrace-like 
chabouta on the shore of the Ganges river. 
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Champa (MG, 52) 
The Hindi word Champa signifies the name of a cream-yellow colored tlower 
that blooms with a sight of exquisite beauty. Indian women place the buds of this 
odorous flower in their hair that releases its sweet fragrance. This flower is held 
sacred in Hindu religion. Perfume is also made from this delicate flower. Roberts's 
specific reference to this beautiful flower helps the reader appreciate Indian culture. 
Chobedar (RO, 80) 
Known as Chobdar in Persian, Roberts's use of the word, Chobedar refers to a 
man of lower rank in Indian offices who stands at the gate with a stick for security. In 
India this traditionally attired servant is also employed to welcome guests in 
ceremonies. Roberts's mention of the lower-ranked Chobedar is quite apt in the sense. 
She draws the image of Chobedar in her poem, "The Rajah's Obsequies". 
Chumayla {KO, 192) 
Named Chameli in India, the word Chumayla denotes a type of flower with 
sweet fragrance. Because of its snow-white color and beautifully round shape, this 
flower is likened to a pearl in appearance and beauty. Roberts is to be credited for 
employing this odorous Oriental flower. 
Chuprassies (RO, 83) 
In Hindi the term, Chuprassies mean the servants who wear a badge inscribed 
with the name of the office to which they are attached. This title was first given to 
those servants v/ho were employed in Bengal Presidency in the British India. 
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Roberts's reference to Chuprassies gives a clear picture about the Rajah's court where 
these attendants performed their service v i^th full responsibility. 
Cittara (RO, 140) (NJK, 40) 
Derived from the Persian Setar and known as Sitar in India, the word Cittara 
signifies a musical instrument that is used in Indian classical music. Roberts shows 
her interest in this stringed instrument, for she was carried away by its melodious 
tone. 
Crescent (TM, 61) 
The word Crescent denotes "an emblem representing the half-moon with the 
horns turned upward" (Bridgwater 478). Roberts's reference to the term Crescent 
conveys a religious overtone. The visibility of the new moon in the sky is noted by the 
Muslims for the lunar Islamic calendar. It is also used in many Muslim countries as an 
emblem in their national tlags. 
Dal (RO, 42) 
Dal is a Hindi word. This tenn refers to a saucy dish in Indian cuisine that is 
prepared from lentils, beans and peas. It is served as a side-dish and Indian people eat 
this with rice and roti (wheat-based flat bread). Roberts portrays how the Rajah used 
to feel satisfied at the time of his taking Dal with 'the silvery rice'. 
D/?o/e(RO, 139)(A,8) 
Literally meaning drum, the Hindi word Dhole signifies a musical instrument 
that is used in the sub-continental classical music. It is also played by the Hindus for 
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ritual purposes. Roberts describes how this dhole is beaten by the musicians at the 
Cawnpore theatre and 'native crowds' feel delighted with its sound. 
Fakeer (MG, 35) 
Derived from the Arabic word, Faqir and theologically meaning a saint who 
imparts the knowledge of Islam, the word Fakeer literally denotes a beggar who lives 
on alms and seeks spiritual help from God. In India a Fakeer may be any religious 
mendicant. Roberts appropriately describes this weary Fakeer who looks for a home 
where he could live peacefully and recite the religious books. 
Ganges (SD, 39) (B, 4) (DH, 15) (NW, 40) (RO, 22, 78, 142, 194) (NG, 
5) (A, 6) 
Known as Ganga in Hindi, Ganges refers to the most important and sacred 
river of India which is considered to be the daughter of the mountain god, Himavan or 
Himalaya by the Hindus, who constitute the vast majority of India's population. With 
reference to Ganges Roberts presents the rituals of Hindus in an appropriate manner. 
In addition, through this allusion Roberts displays her interest in the Indian landscape. 
Gazelle (SD, 55) 
Derived from the Arabic word 'ghazal' (Kidwai 93), Gazelle stands for "a 
small delicately formed antelope, of which the typical species is a native of northern 
Africa; other varieties are found in various parts of Africa and Asia. The gazelle is 
especially noted for the grace of its eyes." (Simpson 411). Roberts employs this 
familiar, beautiful, and lovely Oriental animal image for describing the maiden's eyes. 
This poetic image is highly common in Persian literature. 
113 
Gem7(TM, 8)(IC, 10) 
Originally known as 'Jinn' in Arabic (Kidwai 94), Genii in the Islamic belief 
system stands for good or evil invisible beings, created out of fire. The Arabs and 
Persians have shown a keen interest in writing tales about Jinns, contrasting their lives 
with those of human beings. Roberts shows her fascination in an equal degree for both 
genii and the Taj Mahal. 
Ghaut (DH, 12) (NW, 39) (RO, 12) (MG, 88) 
Known as ghat (Hornby 651), the Hindi word Ghaut denotes steps leading 
down to a river or lake. Hindu devotees take their holy bath there in order to be 
cleansed of sins. Through her minute observation Roberts depicts this culturally 
famed Ghaut with its glittering steps. 
Ghurrah (DH, 19)(MG,24) 
The Hindi word Ghurrah signifies a spherical shaped water-jar, made of clay 
or brass. In traditional Oriental culture it is used for storing water in houses. Roberts's 
reference to 'graceful ghurrah' is remarkable in its correct sense. 
Ghurrees (RO, 6\) 
Roberts's reference to the Hindi word Ghurr ees stands for modem-day watch 
that displays time. She points out this exquisite piece used by the Indian people in her 
day: 
The ghurrees chime the evening hour. 
O'er the red west the sun-beans glances. 
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And from each arch-way, gate, and tower. 
In countless groups a crowd advances. 
(The Rajah's Obsequies, 61-64) 
Hindoo/Hindu (RO, 44) (MG, 67) (AI, 22) 
Literally referring to the follower of Hinduism, the word Hindoo denotes a 
geographic name defining religious identity of a person of the Indian origin. Hindoo 
follows the Indian identity, race, culture, custom and ideology in diverse ways. 
Roberts shows how the Hindoo pilgrim performs his religious duty with full 
responsibility. She notes the liberal and sacrificial attitude of Hindus. On the other 
hand, Jones talks of 'Hindoo's meek untainted Mind' and thus makes an insightful 
comment about the vulnerable, superstitious Indian caught in the clutches of the 
Hindu clergy in the British India. In her poem Hemans describes the life-style of the 
'graceful Hindu maid'. 
Hindoostan/Hindostan (TM, 28) (RO, 88, 277) (MG, 83) 
The term Hindoostan is derived from the Persian word Hindustan that 
primarily means the "country of the Hindus" (Brewer 608). In a more secular context, 
it refers to the entire Indian subcontinent, with its cultural diversity. Roberts gives a 
vivid and spirited description about India's beautifiil landscape and opulent wealth. 
Howdah (NJK, 103) 
Known as 'howdah', this Hindi word denotes "a seat for riding on the back of 
an elephant or a camel, often for more than one person" (Hornby 758). Roberts's use 
of this word signifies an ornate carriage made of wooden frame and placed on the 
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back of an elephant. The elephant driver ties it on the elephant's back by means of 
long leather straps and chains. In the days of the Mughal era the European travelers 
used to sit on this beautifully arranged carriage and traveled within India for business 
and pleasure. Roberts mentions how the European merchants used this carriage for 
carrying Oriental gold. Hence, Roberts not only gives a vivid account of the Oriental 
way of life, but she touches upon the luxurious Oriental life. 
Jessamine (MG, 52) 
Popularly called Yasmin in Persian, the Hindi word Jessamine refers to a 
delicate flower that is found in the tropical and temperate regions of the world. The 
Indian women traditionally wear the garlands of this sweet fragrant flower in their 
hair to enhance their beauty. The extracted odor from this flower is used in perfumes 
and incense. It is also used in floral decoration for marriages and other cultural 
functions in Hindu religion. In view of its Oriental features this flower recaptures 
Roberts's reflective mind. 
Jheel (SD, 6) 
The word, Jheel, standing for a lake, is Hindi in its origin. This word denotes a 
large area of water surrounded by land. Roberts draws attention to the Indian 
landscape. By the picturesque use of the Jheel she displays her fascination for nature, 
associated with calmness, solidarity, and tranquility. 
Jumna (TM, 71) (NJK, 68, 177, 203, 342) 
Literally meaning 'twins' in Hindu mythology, the word Jumna refers to the 
former name of the Yamuna River which originates from the Yamunotri glacier and 
merges with the Ganges at Allahabad. It is a "sacred river of the Hindus, supposed by 
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them to have the efficacy of removing sin" (Brewer 1317). On the bank of this river 
the historic monument named as Taj Mahal was built at the command of Mughal 
emperor. Shah Jehan for his wife, Mumtaz Mahal. Its confluence with the Ganges is 
regarded as a sacred place in Hindu religion, for the pious Hindus take holy bath with 
its water in order to be tree from sins. With her reference to 'Jumna's Chrystal tide' 
Roberts draws a faithful picture of India. 
Jungle (NJK, 101, 161) (A, 1) (IC, 227) 
Derived from the Hindi word 'jangal', the term jungle refers to a wasteland. In 
a general sense, it denotes an area covered with dense vegetation. Roberts may have 
come across this Oriental jungle where various kinds of wild animals namely, hyena, 
wolf, bear, jackals, and deer dwell. Hemans's description of the jungle is quite apt in 
Oriental context. 
KaariesQSlJK, 180) 
Referred as curry in English, the term Kaaries means a saucy dish made of 
stir-fried onion, garlic, ginger and tomatoes, and seasoned with meat, poultry, 
vegetables or fish in Indian cuisine. Roberts speaks of Karries with a keen interest. 
Lotas (MG, 22) 
Originally known as Lota in Urdu and Hindi, Roberts's use of the word Lo/as 
denotes a vessel made of brass, copper or plastic. Indian people carry water in this 
small pot for washing and ablution. Roberts identifies this traditional water vessel 
with her sharp vision. 
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Mahratta (NJK, 246) 
Roberts's use of the term Mahratta may be derived from the Prakit word 
Marhatta found in Jain Maharashtri literature, meaning the people of Maratha dynasty 
who lived in Bombay (present-day Mumbai) and enjoyed reputation as soldiers in the 
medieval period. They became more popular for their ability as warriors and their 
whole-hearted devotion to Hinduism. Roberts rightly identilles these Indian aboriginal 
Mahratta in view of their historical importance in literature. 
MeerJah Asiph (NJK, 253, 275, 318) 
This was the title given by Muhammad Shah (1702-1784) to Nizam-ul-Mulk 
Asif Jah 1(1671-1748), the founder of the Asif Jahi dynasty of Hyderabad. Roberts 
shows her admiration for this outstanding personality who remained neutral in the 
fight between the British and the Mughal. 
MhutiB, 18)(MG, 75) 
Mhut is derived from the Hindi word Mahut, which in the Oriental context 
stands for an elephant driver. Roberts recreates the traditional culture of the Indians 
who used to take on journey on elephant, driven by the Mhut. 
Minaret (B, 48) (TM, 67) (RO, 15) (A, 14) (S, 16) 
The Oriental word Minaret is derived from the Arabic term manarah, literally 
meaning a 'light house' (Kidwai 105). "It is a lofty, often slender, tower or turret 
attached to a Muslim mosque, surrounded by a furnished with one more balconies, 
attached to the mosques" (Stein 143). The minarets are the upwardly pointed 
structures that symbolize the towering pride of Islam. From the top of the minarets the 
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Muezzin (the caller) makes the call for praying at appointed hours. With her allusion 
to Minarets Roberts displays her knowledge of the Oriental religio-cultural tradition. 
Moor{S, 19,28) 
This word, Moor refers to "a member of a race of Muslim people livmg in 
Africa who entered and took control of part of Spain in the 8'*" century" (Hornby 991). 
With an acute sense Roberts notes the name of Moor while stating the diverse cultures 
and traditions of Spain. 
MoslemlMoosaulmaunIMuslim (SD, 18, 30) (B, 57) (TM, 60) (MG, 4. 67) 
(S, 12) (IC, 27, 81 ,146 ,219) 
The term is derived from the Arabic word, 'Muslim' (Kidwai 106). The word, 
originating from the term 'aslama', means a believer in Islam. Roberts portrays the 
then declining Muslim fame, power, and glory in a very sensitive way. With reference 
to Muslims, Hemans points to the conflict between the Hindus and Muslims in the 
then Indian society. 
Mosque (SD, 13) (TM, 67) (NW, 33) (NG, 8) (MG, 34, 70, 75, 88) (A, 
14) 
Known as Masjid in Arabic, the word, 'Mosque' signifies an Islamic religious 
institution where the pious Muslims assemble for religio-cultural and communal 
activities. Roberts gives the reference to the dilapidated mosque in order to point out 
the waning Muslim rule during the last days of Mughal era. Yet her remark about the 
mosque underscores its majesty and glory. 
119 
Muslin {B, 33) {RO,\23) 
The Persian word, 'Muslin', referring to Mosul, a city in modem-day Iraq, 
stands for a light, thin cotton fabric produced in that town. This cotton fabric "is 
almost transparent, used, especially in the past, for making clothes and curtains" 
(Hornby 1006). In the context of traditional culture of the Orient, Roberts shows her 
admiration for lightweight and inexpensive muslin, and she appreciates its peculiar 
beauty and comeliness. 
Mussaul (RO, 287) 
Derived from the Arabic term, al-mawsil, Roberts's use of the word, Mussaul 
stands for Mosul - a city in northern Iraq. This city was on the west bank of Tigris 
River. Muslin - a light cotton fabric is named after this city. The 'Mussaul's 
enkindling brand' rightly captures Roberts's imagination and gives an authentic color 
of the Orient in her poem. 
Nazim (NW, 25) 
The Arabic word Nazim, literally meaning a governor of a province, is used 
for a highly knowledgeable person who is authorized to pronounce the interpretation 
of certain duties and laws prescribed in the code of conduct of religious books. The 
standard Arabic expression was used under the British rule in India in Roberts's day, 
and referred to a governor who obtains this position. Roberts's mention of the 
Oriental title is reflective of her acquaintance with and admiration for the Oriental 
culture. 
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Niem (NW, 23) 
Known as Neem both in Hindi and Urdu, it signifies an evergreen tree with 
small bright green leaves and tiny white flowers found across India. Roberts's 
expression of 'The waving niem ' shows her interest in exoticism. 
Nuzzum (MG, 36) 
Often used by the Persian poets, the tenn Nuzzum may be equated with the 
lyrical verse in the West. Roberts appreciates the sweetness of this Oriental poetical 
genre. 
Nyl Ghau (NJK, 98) 
Nilgai in Hindi is derived from the Sanskrit Nila-gauh that refers to a wild 
animal resembling a cow. This ox-like animal is mainly found in grassy-forest areas 
of India. In India it is considered as a sacred animal in Hindu religion. Roberts 
implicitly describes how this attractive Oriental animal lives in the grasslands and is 
brutally killed by the hunter. 
Omra/2 (NJK, 86,168,240) 
Derived from the Arabic Umra, it denotes the pilgrimage to Makkah, the town 
in Saudi Arabia where God's word was revealed to the Prophet Muhammad (PBUH). 
With extreme love and devotion, the pious Muslims visit Makkah for perfonnmg 
Umra. Roberts's statement about Omrah refers to the Islamic ritual performed by the 
Muslims in her day. 
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Ornee {RO, 125) 
In Hindi the word Ornee signifies a piece of thin cloth worn by the Indian 
women to cover their head and face. This light fabric displays a sense of reticence that 
the Indian women possess. Roberts marks this Oriental dress item by her sharp vision. 
P a a « ( N J K , 175) 
The Hindi word Paan means the betel leaf taken usually, after meals in the 
Orient. As a sign of hospitality it is offered to guests and visitors at different socio-
cultiiral functions and festivals. Roberts employs this word in order to display her 
familiarity with the Oriental culture. 
Peepul (NW, 22) (NG, 26) (MG, 3) 
The Hindi term Pipal, literally meaning enlightenment and peace, refers to a 
deciduous tree with light green foliage that grows throughout India. Hindus worship 
this tree for its importance in their religion. It has also some medicinal value. 
Roberts's reference to 'the dark peepul's glossy foliage' confirms her detailed 
knowledge about the Orient. 
Peri {R0,\9\) 
The Persian word Peri stands for supernatural beings ranked between angels 
and evil spirits. In speaking of a beautiful Peri bird, Roberts seems to have in mind 
the image of this angel-like creature often invoked by the Oriental poets. 
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Persia {RO, \2S) 
This is the former name of present-day Iran, located on the north-eastem shore 
of the Persian Gulf. Roberts's reference to 'finest loom' alludes to Persia that features 
as a romanticized place by many Western poets. 
Pillaus (NIK 179) 
Derived Irom the Persian word Pilaw, Roberts's use of the term Pillaus stands 
for a dish made of rice, meat or vegetables and flavored with variety of si^ices. 
Roberts states how the Indian people serve this dish to their guests. 
Prayer (B, 11, 56) (TM, 32) (MG, 19) (IC, 26) 
Prayer in the Oriental culture signifies a religious and ritualistic practice that 
the followers of Islam offer five times a day, facing the Kaba in Makkah, Saudi 
Arabia, for expressing praise, thanksgiving, confession, or a request for help or 
somebody's well-being to God. Along with Muslim prayer, Roberts talks also about 
Hindu prayer offered by the Brahman in the graceful, beautified and decorated 
temple: 
Passing the silent hours in lonely prayer 
(The Bramin, 11) 
Hemans too describes how 'the Brahmin bowed in prayer'. 
Rajah {KO, 95, 111)(IC, 226) 
This Hindi word is commonly used throughout India as a title given to the 
nobleman or prince of Hindu tribe. Roberts depicts the Indian Rajah and his 
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traditions, culture and customs. Hemans's reference to the 'Rajah's throne' refers to 
the superior position hold by the Rajah in the British India. 
Schirauz (NJK, 285) 
The Persian word Schirauz refers to the birth place of Shams al-Din Hafez 
Shirazi (1320-1390) - the greatest lyric poet of Persian literature. His contribution to 
the Persian ghazal (a literary fomi in Persian) is akin to lyric of English poets. Roberts 
correctly appreciates 'precious vintage oi Schirauz" in context of the Orient. 
Scindia{mK,2A\) 
The Hindi word Scindia may refer to Ranoji Scindia - a Maratha general of 
the Gwalior state. N.G. Rathod points out that "Ranoji Scindia, the competent and 
gallant lieutenant, under the command of the Peshwas, played a singular role in the 
expansion of the Maratha Empire, in the first half of the eighteenth century"(l). In 
short, under the leadership of Peshwa Bajirao he established the Scindia court in 
magnificence and gave an impetus to cultural renaissance in Maratha history. Roberts 
rightly uses the image of ^Scindia's court' in this sense. 
Serai (MG, 77) 
Saraay in Persian typifies an inn, a place where the travelers stay during 
journey. The presence of the 'wide serai within the city's gate' implies Roberts's real 
impression of the Orient. 
Shah Jehan (TM, 26) 
Literally meaning the king of the world, it was the title of the 5"" great Mughal 
emperor of India, Shah Jehan (1592-1666). That Roberts possessed a detailed 
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knowledge of the legends associated with this great historical figure is borne t)ut by 
her extensive note. She refers to Shah Jehan who had ruled the Mughal Empire from 
1628 to 1658 and built the magnificent Taj Mahal at Agra in Uttar Pradesh (India) as 
a memorial for his wife Mumtaz Mahal. 
Shaster (B, 38) 
Known as Shastra in Sanskrit, it means writings on Hinduism, especially those 
on religious matters. Roberts seems to have a genuine interest in Shaster, giving the 
readers a clear concept of Hindu scriptures. 
Shawl {WK, 139) 
Derived from the Persian Shal, it alludes to a traditional garment loosely worn 
by Persian women over the shoulders, and sometimes also over the head. Roberts 
makes an apt observation of 'crimson shawl' which was common in the 19' century. 
^^^^^^^(NJK, 182) 
The Persian word Sherbet stands for a sweetened drink, generally the juice of 
fhiits with sugar. Roberts describes the custom of the Turkish drink that was widely 
used by the Indians in her day. 
Syah (RO, 124) 
The term Syah signifies a loose designed robe which the women wear at night 
in the Orient. Roberts observes how one of 'Rajah's wives' ties this night-dress at her 
waist. Likewise, Roberts shows her familiarity with this gannent as an item exclusive 
to the Orient. 
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Tambour {IC, 145) 
The word tambour refers to a musical drum, and is of Hindi origin. It is used 
throughout India for producing sweet music at various socio-cuhural ceremonies. 
Hemans appreciates the charming sound of this musical instrument. 
Tulwar (RO, 82) 
The Hindi word Talwar refers to a curved sword used in the Mughal India as a 
weapon. Roberts draws her attention to this Oriental designed sword that the 
'Chobedar band' hold in the Rajah' court. 
Vedas{B, 10) 
The Sanskrit word Vedas, literally meaning 'knowledge', refers to its four 
parts i.e. the Rig Veda, the Sama Veda, the Yajur Veda, and the Atharva Veda, which 
constitute the Scriptures of the Hindu religion and are recited in the sacramental rites 
of Hinduism. Roberts discusses the divine powers revealed in the Vedic hymns with a 
keen interest, and comments on how the Hindus have assimilated the teachings of 
Veda. 
Verandah (RO, 74) (NJK, 291) 
This Indian word, an adaptation of the Portuguese Varanda, stands for a 
roofed open platform attached to the exterior of a house. Roberts points out that the 
colourful clothes and flowers are thrown over the Verandah of the Rajah's court. She 
also gives an account of'flaming torch' and 'crystal lamp' which shine the light over 
the Verandah in the evening. 
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Zenana (SD, 47) (RO, 29) (NJK, 195) 
The word Zenana is derived from the Persian term Zan, meaning a woman. 
This word signifies the quarters in Muslim households reserved for women and girls. 
Roberts represents the image of Zenana in an accurate manner. Moreover, by 
referring to the Zenana, Roberts appreciates the Muslim socio-cultural tradition, and 
the dignity and status of women in Muslim society. 
Zumeendars (NJK, 174) 
Derived from the Persian Zamindar, it signifies land-holders in the then feudal 
India. During the Mughal Empire the Muslim rulers employed the term for a person 
charged with the management of lands of a specified district. These Zumeendars 
conducted themselves in local governance. Roberts rightly draws a picture of how the 
Zumeendars celebrate their festivals and share their cultural tradition with their guests 
by offering some Oriental spices: 
The ample feast, whose dainty fare 
Invited by their bounteous lord. 
The Zumeendars and vassals share -
Rose water, paan and spices prest 
Profiisely on each welcomed guest. 
(Nour Juffeir Khan, 172-176) 
To sum up, this chapter has drawn the compendium of Oriental diction employed by 
Roberts, Jones and Hemans in their poems and examined the accuracy of each word in 
Oriental context. 
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CHAPTER V 
Oriental Elements in the Poems of Emma Roberts, Anna Maria 
Jones and Felicia Dorothea Hemans 
This chapter aims at making a draft of Oriental elements in the poems of 
Emma Roberts, Anna Maria Jones and Felicia Dorothea Hemans. Under the study of 
these three women poets 1 have put the Oriental elements into categories, such as 
rivers, birds and animals, characters, cities, trees and flowers and so on. These 
elements reflect various concerns of the Orient. However, by putting these elements in 
segments, I have made an attempt to show the importance of these Oriental elements 
in the poems of these Romantic women poets. 
Rivers 
The rivers of India namely, Ganges and Yamuna have appeared in Roberts's 
collection of poems, Oriental Scenes, Dramatic Sketches and Tales, with Other 
Poems (1830) while Jones includes another river of India, Houghly in her poem, 
"Adieu to India" (1793). Hemans talks of the Nile in her poem, "The Traveller at the 
Source of the Nile" (1826). The representation of these rivers in the poems of these 
women poets is discussed as follows. 
The Ganges 
The river Ganges plays a significant role in Roberts's poem, "Night on the 
Ganges" (1830). In this poem Roberts represents the river through a vivid description 
of its course and flow. She glorifies the current of the river that flows under "the 
stream of melted chrysolite". She emphasizes that the river "spreads its floods" over 
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its "silvery surface". The course and flow that catch Roberts's attention display the 
charming nature of the river. Almost the same description of this river appears in 
Roberts's another poem, "The Bramin" (1830). In this poem she points out how the 
wastes, once mixed up with the "sacred waters", are deposited on the breast of the 
river. The river is surrounded by the beautiful greenery and decorated by the "terraced 
stairs" that are made of marble stones. These stairs go step by step down to the river: 
Ganges' sacred waters spread 
Their wastes below - and crowning that green height 
In graceful beauty, with its marble dome, 
And terraced stairs, descending flight by flight, 
(The Bramin, 4-8) 
Roberts represents the Ganges river in terms of the religious sentiments of the 
local Hindus. In the Hindu belief system, the waters of this river are considered sacred 
as it has always been associated with Hindu faith, devotion and worship. Assisted by 
the priests, many Hindu devotees perform religious rituals and practices beside and in 
the river. Bathing is one such practice. Roberts gives a complete picture of bathing in 
her poem "The Dying Hindoo". The dying Hindu, the central figure in the poem, 
believes that a dip in the river will purify his soul by washing away his accumulated 
sins. Roberts describes his bath in the river thus: 
He too had sought the Ganges' shore. 
And bathed within its hallowed stream. 
(The Dying Hindoo, 15-16) 
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Offering flowers and other ceremonial substances to this river are also included in the 
life and cultural traditions of the Hindus. In her poem, "The North-Wester" (1828), 
Roberts talks about the crowded Hindus who gathered on the shore of the nver. These 
Hindus completed their ritual of offering flowers on the waters of the nver. But 
sometimes they throw flowers and other ceremonial substances in the river m such a 
heavy amount that causes damage to the course of the river. In her another poem, "A 
Scene in the Dooab", Roberts also talks of offerings that are deposited on the breast of 
the river. These heaps of offerings bring a change in the course and flow of the river 
and consequently the river becomes stagnant. Roberts points it out thus: 
Nor Ganges' desecrated tides 
Bear human offerings from its shore. 
(A Scene in the Dooab, 39-40) 
The representation of the Ganges river continues also in "The Rajah's 
Obsequies". In this poem Roberts describes the "sparkling wave" of the river on 
which the golden light of the sun falls. The "swift current" of the river scatters the 
granite-like precious stones on the banks of the river. The river flows m its own 
course and the image of the "holy city's temples" is reflected in the "sacred floods" of 
the river: 
Where Ganges spreads its sacred floods -
The holy city's temples glow 
Reflected in the stream below. 
(The Rajah's Obsequies, 22-24) 
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There are certain "fertile plains" that are of particular significance along with 
the Ganges. These plains are extended from the shore of the river. The river spreads 
its water over the plains and as a result various kinds of crops are cultivated. The 
breeze blowing over the plains contributes to the pleasant atmosphere prevailing 
around the river. 
Roberts emphasizes that the Hindus swarm on the banks of the river for 
funeral rites. When they set fire to the funeral pyre, a kind of scented perfume comes 
out from the burning pile. Roberts represents the ritual tradition of the Hindus on the 
shore of the river thus: 
Perfiimes are burning all the while; 
And they have reached the Ganges flood, 
And heaped upon the funeral pile 
Cedar, and rose, and sandal wood. 
(The Rajah's Obsequies, 141-144) 
Moreover, Roberts describes the red-colored light of the sun that blushes on the breast 
of the river. 
Roberts depicts certain places along the Ganges where some Oriental birds 
and flowers are found. She talks of the 'dainty plumes and glittering wings' of the 
Peri bird that attracted her most. She compares herself with the bird, making her nest 
on the breast of the chumayla (a scented flower in India): 
My soul shall pass to happy things, 
With dainty plumes and glittering wings; 
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A Peri bird, I'll build my nest 
On the chumayla 's odorous breast. 
(The Rajah's Obsequies, 189-192) 
Roberts praises the beauty and glory of the river through a vivid description of 
musical instruments that the Hindus play on the shore of the river. In her another 
poem, "Night on the Ganges", Roberts speaks of "the bulbul's notes" and the glossy 
leaves of the peepul tree, thus drawing attention to the pleasant atmosphere of the 
river. The "broad-leaved lotus" blooms in the waters of the river in such a way that 
seems to be more beautiful. Roberts maintains: 
With snowy vases crowned, the lily springs 
In queen-like beauty by the river's brink; 
And o'er the wave the broad-leaved lotus flings 
Its roseate flowers in many a knotted link. 
(Night on the Ganges, 33-36 
Roberts mentions some wild animals in her poem, "Address for the openmg of 
the Cawnpore Theatre". The wild animals - panthers, jackals, and wolves in particular 
- dwell in the jungle along the shore of the Ganges. Roberts emphasizes that their 
presence enhances the scenic beauty of the jungle along the river. 
In sum, it may be said that the detailed panoramic view of the Ganges is 
reflective of Roberts's admiration and appreciation of the Orient. 
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The Jumna [Jamuna] 
Another river figuring in the poems of Roberts is Jumna. Roberts alludes to 
the Jumna (also known as Yamuna or Jamuna in India) as a tributary stream of the 
Ganges. In her poem, "The Taaje Mahal", she talks of Jumna River, on the banic of 
which the famous Taj Mahal is located. She represents the river with its "chrystal 
tide" that meanders in "many a breeze-curled wave". She emphasizes that the 
"sparkling currents" of the river blow through the green tufts of the oleanders. In her 
other poem, "Nour Juffeir Khan", she speaks of the uninterrupted and unaltered 
course of the Jumna. She appreciates the beautiful flowers that bloom on the breast of 
the river. She also emphasizes that the tall towers of the buildings and the "arching 
port" are beautifully reflected on the waters of the river. Her account is as follows: 
And while on Jumna's roseate breast 
The beautiful reflection glows 
Of turret tall and arching port, 
And on its liquid mirror shows 
(Nour Juffeir Khan, 68-71) 
Moreover, she talks of the shore of the Jumna that produces different kinds of 
grain. The sands of the shore, Roberts emphasizes, are also famous for producing all 
kinds of fhiits, and water melons in particular. Thus, Roberts shows her interest in the 
Orient, and especially the Jumna River. 
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The Houghly 
Known as Hooghly in Bengali, this river is figured in Jones's poem "Adieu to 
India" (1793). The East India Company chose this river as an important transportation 
channel and sailed in to Bengal. The trading network on the banks of this nver was 
expanded in a way that it became the centre of commerce during the British rule. 
Jones recalls the 'sacred Haunts' that led her travel on the breast of this river. She 
points out the continuous flow which increases the tide of the river. She emphasizes 
the fact that the mariners sail in the river with utmost eagerness and establish the 'Seat 
of Commerce' on the banks of it. Her account of this river is as follows: 
Farewell, ye sacred Haunts, where oft I've strayed 
With mild Reflection - solitary Maid! -
Ye streams that swell the winding Houghly's Tide, 
The Seat of Commerce and the Muse's Pride, 
Farewell! - the Mariners unfijrl the Sails, 
Eager to meet the Pressure of the Gales; 
(Adieu to India, 39-44) 
The Nile 
Hemans draws an account of the Nile river in her poem, "The Traveller at the 
Source of the Nile" (1826). In this poem she talks of the 'green solitude' through 
which the 'fountains of the Nile' blow in great spontaneity. She marks the presence of 
the 'wild sweet voices' on the shore of the Nile which surpass the 'thousand streams 
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of lovelier flow'. She emphasizes that these voices metaphorically represent the 
childhood haunts of the traveler while the 'sounding waves' stand for 'his father's 
hills and graves'. She also points out the mystic atmosphere prevailing on the shore of 
the Nile, thus reflecting its importance in the Orient. 
Birds and Animals 
Roberts displays her familiarity with some birds and animals that underscores 
her varied interest of the Orient. Bulbul is one of the birds referred in the poem, "The 
Bramin". In this poem she points to the presence of this bird in the vicinity of the 
Brahman's 'dwelling place'. She appreciates the sweet-song of this bird that touches 
the Brahman's heart: 
The bulbul breathes to him its sweetest strain 
(The Bramin, 47) 
In "The North-Wester" she eulogizes the melodious song of the bulbul that permeates 
the air of the Ganges' shore. In "Night on the Ganges" she describes 'the bulbul's 
notes' that echoe in 'the balmy clime' prevailed above the Ganges. 
Roberts goes on to refer to some Oriental animals. Her appreciation of the 
deer-like gazelle appears in the poem, "A Scene in the Dooab". In this poem she 
compares the eyes of the gazelle with the eyes of those maiden whom she sees 
dancing on the floor of 'bright Zenana's halls'. Moreover, in "Nour Juffeir Khan" she 
speaks of an ox-like animal, nyl ghau, which dwells in the 'mid bushy dells' along the 
shores of the Jumna. 
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Oriental Characters 
Emma Roberts sketches some life-like Oriental characters in order to explore 
cultural identities. The Oriental characters figuring in her poems have been discussed 
under the category of proper names, including those of historical, religious or 
legendary persons. 
Shah Jahan (Mughal emperor) 
Shah Jahan (1592-1666) was the fifth Mughal emperor of India (1628-1658). 
Out of his deep love for his beloved wife, Mumtaz Mahal, Shah Jahan decided to 
construct the world's most magnificent monument in her memory. This domed 
structure, known as Taj Mahal, was constructed in Indo-Islamic style, using white 
marble and inlaid gems. This monument is now considered one of the seven wonders 
of the world. 
Roberts refers to Shah Jahan in her poem, "The Taaje Mahal" (1830). She sets 
this historical figure in the poem, displaying her precise knowledge of the Orient. In 
the beginning of the poem she describes the beauty of Shah Jahan's Taj Mahal. She 
calls it as the "Empress of beauty". Some Oriental similitudes - 'Fair forms of genii", 
'Cashmerian rose' - are used to describe beauty of the Taj Mahal. Roberts employs 
these similes in order to enhance the effect of beauty of the Taj Mahal: 
Oh! thou wert far more beautifiil than those 
Fair forms of genii by poets sung. 
More blooming than thine own Cashmerian rose, 
O'er thy soft cheek a crimson tint was flung, 
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Like mom's first flushes, or the blush that dyes 
The glowing sun-sets of our eastern skies. 
(The Taaje Mahal, 7-12) 
The above passage underscores Roberts's interest in the Oriental supernatural beings, 
'genii', and her fascination for 'Cashmerian rose'. These Oriental images bring out 
the beauty of the Taj Mahal and also present Shah Jahan as a devotee of beauty. 
Roberts tells how Shah Jahan made the Taj Mahal glorious over the world. As 
a memorial for his wife. Shah Jahan got this monument built across the Jamuna River 
near his royal palace at Agra in Uttar Pradesh (India). The sands of the Jamuna River 
were used in the construction of the monument. The precious 'pearls', 'gems' and 
'gold' were brought from different parts of 'Hindoostan', now known as India. 
Though Shah Jahan was in 'fading health' at the moment of the construction of the 
monument, he showed utmost enthusiasm in the construction of this shrine. The 
following lines reflect Roberts's interest in the fabulous wealth of the Orient and in 
Shah Jahan in particular: 
Oh! Could the treasures of the world restore 
Thy fading health, beloved one, - Shah Jehan 
Countless as yon bright river's sands would pour 
The pearls, and gems, and gold of Hindoostan, 
And yield his empire o'er the world to be 
Master of one poor straw-thatched hut-with thee. 
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(The Taaje Mahal, 25-30) 
Roberts pays attention to the noble structure of the monument. The domed 
structure of the monument is perhaps reflective of Persian architecture during the 
reign of Shah Jahan. Some precious and semi-precious stones, especially gems, pearls 
and gold were mined to adorn the monument. These materials are so delicately 
employed that they manifest 'surpassing loveliness' of the monument. The 
'surpassing excellence' of the monument also evokes the 'tribute homage' offered by 
the Mughal emperor. Thus, the Taj Mahal becomes 'the world's wonder', 
symbolizing Shah Jahan's love for his beloved wife. 
Roberts notes Shah Jahan's interest in the world of art and architecture, 
reflecting the 'rich and radiant pomp' of his empire. She catches a glimpse of an 
'ample dome' situated on a raised platform of the Taj Mahal. The slabs of precious 
gemstones are carved on the dome. The dome is unique in its size and beaut>. This 
gemmed dome highlights not only the glory of Mughal empire but also the lo\ e that 
Shah Jahan had for his wife. 
Roberts speaks admiringly also of 'the marble halls', 'the storied walls' of the 
Taj Mahal. She observes that the travelers, who come 'from many a distant clime', are 
astonished by the panoramic view of the Taj Mahal. They look upon 'the work' 
designed by the famous architects of the Mughal empire. The halls are beautifully 
carved with intricate patterns of inlaid precious stones. The travelers also praise the 
sculpture of 'the storied walls'. The surfaces of these 'storied walls' are adorned with 
floral and geometrical designs and the verses and passages from the holy Quran. The 
calligraphy of 'the storied walls', inscribed by the copyists of the Mughal period, 
points to Shah Jahan as a follower of Islam. 
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During the reign of Shah Jahan Mughal art and architecture reached their 
zenith. Roberts points out that though Shah Jahan was defeated by the 'warriors of the 
western world' and the 'red cross banner' of a foreign land was unfolded over his 
empire, 'Jumna's chrystal tide' meandered in 'many a breeze-curied wave' in Shah 
Jahan's reign. Even the 'sparkling currents' of the Jamuna River flowed through 
'clustering tufts of Oleanders'. 
Roberts gives an account of an Oriental garden which, to some extent, 
provides details of the luxuriant atmosphere around the Taj Mahal. The garden, a 
symbol of paradise in Islam, was an integral part of Shah Jahan's palace. That garden 
beautifying the Taj Mahal was abounded in trees and colorful flowers. Roberts 
stresses that the trees and flowers point to a keen aesthetic sense of Shah Jahan. 
Roberts gives a description of the 'splendid mausoleum' that Shah Jahan had 
got built to commemorate the demise of his beloved wife. In Roberts's view, when a 
stranger visits the 'mausoleum', his eyes dazzle with the rapturous beauty of the 
'mausoleum'. The stranger comes to know about a tale of love that Shah Jahan bore in 
his heart until his death. The love story of this Mughal emperor and his wife moves 
the stranger's heart deeply. The 'precious marbles' carved on the monument display 
the achievement of Shah Jehan. 
Apart from Shah Jahan, other characters portrayed by Roberts are Meer Jah 
Asiph and Nour Juffeir Khan. In her poem, "Nour Juffeir Khan", Roberts draws Meer 
Jah Asiph to emphasize his neutral role in the battle between the British and the 
Indians. In the same poem Roberts delineates a legendary figure, Nour Juffeir Khan, 
who bears slight Oriental characteristics. 
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Maimuna 
Hemans draws an account of a Muslim woman named Maimuna in her poem, 
"The Indian City". She makes an attempt to explore the role played by the Muslim 
women with a particular focus on Maimuna. She describes how Maimuna's son 
unknowingly entered in a city dominated by the Hindus and was stabbed by some 
orthodox Hindus. After her son's killing, Maimuna neither shrieked nor became upset. 
She simply 'knelt in her son's young blood'. Hence it seems that Hemans gives a 
positive emphasis on Maimuna, thus reflecting her participation in the secular 
activities. 
Social and Cultural life 
In describing the traditional clothes and ornaments of the Orient, Roberts 
reflects the social and cultural life of the Indians. She refers to the simple cotton 
fabric, muslin, in her poem, "The Bramin". She describes how the Brahman, the 
central figure in the poem, wraps the 'triple thread' of muslin across his shoulder. He 
ties this lightweight and inexpensive cotton fabric around his waist in an ample fold. 
Roberts adds that the fold of this muslin reaches below the Brahman's knee. 
However, she appreciates the Oriental culture in pointing out the Brahman's dress. In 
another poem, "The Rajah's Obsequies", Roberts talks about the 'muslin robes' worn 
by one of the Rajah's wives. This type of muslin is beautifully decorated with gold-
like gems. Roberts reflects how the 'muslin robes' are used to magnify the unveiled 
face of one of the Rajah's wives. Roberts refers also to Syah, an exclusive garment for 
women in the Orient. She shows her familiarity with this loosely designated gannent 
tied by one of the Rajah's wives. She emphasizes how the edge of this garment is 
decorated with spangles. She then shifts her attention on the 'shining fold' of the 
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Ornee that is used by the Rajah's wife, indicating the delicate beauty of her bright 
face. Moreover, she describes the bangles that are used to enhance the beauty of the 
Rajah's wife. The following lines are reflective of the traditional clothes and 
ornaments of the Orient: 
Their muslin robes are wrought with gold. 
The Syah 's hem beset with spangles, 
And bright the Ornee's shining fold, 
And richly gemmed the glittering Bangles. 
(The Rajah's Obsequies, 123-126) 
As to traditional clothes of the Orient, Roberts lists the 'Silver and silk, and 
gold brocade' worn by the chiefs in her poem, "Nour Juffeir Khan". She notes that the 
chiefs used the 'crimson shawl' to display their 'regal pomp'. The following lines 
display her admiration for the exotic culture: 
And chiefs in regal pomp arrayed 
Silver and silk, and gold brocade, 
The crimson shawl across the breast 
Above the graceful shoulder hung, 
(Nour Juffeir Khan, 137-140) 
Moreover, Roberts points out the social and cultural status of the 'Chobedar 
band' in her poem, "The Rajah's Obsequies". She observes that the Chobedars are 
employed as servants at the Rajah's court. She emphasizes that the lower ranked 
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Chobedar wave their 'silver maces' on high in front of the cavalcade. She represents 
another group of servants known as Chuprassies. She describes how these 
Chuprassies 'clear the way' at the moment of 'the Rajah's obsequies' and how they 
keep themselves busy in swelling 'the pomp and the parade' at the Rajah's court. 
Religious Life 
Roberts makes an attempt to focus on some religious rituals and traditions of 
the Orient that form an integral part in her poems. In "The Bramin" she represents the 
Brahmein who, being a reverential person in the Hindu caste system, is the master of 
the religious scriptures of Hinduism, studying the Vedas and passes his time in his 
prayer. He imparts the knowledge of the Vedas which forms the bedrock of Hindu 
religion. Roberts's account of the Brahman is as follows: 
He ponders o'er the Vedas day by day' 
Passing the silent hours in lonely prayer, 
Or shading from the sun's too fervent ray 
(The Bramin, 10-12) 
Roberts informs how the Brahman decorates 'the holy shrine' with the wreaths 
of variegated flowers, collected from the surroundings of his native place. The remple 
is embellished with flowers and leaves, though some flowers fall scattered on the 
'granite floor'. He girds 'the chaplets' around his hands two times. He performs 
religious activities in a way that reaches 'the world's dark confines'. After sunset 'he 
trims the lamp'. The 'beacon light' of the lamp enters 'the Mhut's rich sculptured 
cell', and the whole place seems like a starlit night. Roberts observes and finally 
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reports all these Hindu traditions, performed by the Brahman, which indicate her 
understanding of the Hindu religion. 
Roberts provides further details of the Brahman's pious life. He takes little 
food, JSoiit and juice offered by the devotees. The fruit, juice and grain that sustain his 
life are collected from a variety of exotic trees grown in the fertile land: 
The Bramin's meals are frugal - some fair tree 
Yields him its fruitage, and the precious grain 
Springing around in rich fertility, 
The few and simple wants of life sustain. 
(The Bramin, 21-24) 
There is a reference to prayer in Roberts's poem, "The Moosulman's Grave". 
In this poem Roberts talks of the villagers' prayer. She emphasizes that the villagers 
offer prayer to thank the founders of their temples. 
Apart from the religious traditions of Hinduism, Roberts depicts also one 
obligatory ritual of Islam. She talks of Omrah that is perfonned by the pious Muslims 
throughout the Orient. In "Nour Juffeir Khan" she marks how the Muslims complete 
their Omrah in order to wash away their worldly sins. 
Cities 
The Oriental cities featuring in Roberts's poems are Agra, Benares, Delhi and 
Mussaul. 
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Agra 
Agra is an important city of India. It is located on the banks of Yamuna River. 
It was the capital of the Mughal empire up to Akbar's day. It got its historical 
importance when Shah Jahan built the Taj Mahal in memory of his beloved wife, 
Mumtaz Mahal. Roberts refers to this Indian city in her poem, "The Taaje Mahal". 
This city is dotted with 'lofty towers', 'mosques and minarets', displaying the genius 
of the Mughal architects. The abundance of green trees and colorful flowers 
contributes to the scenic beauty of the city. Roberts emphasizes the influence of Shah 
Jahan's empire that prevailed over the whole city for long time. The 'lofty towers' of 
Agra denote the pinnacle of the Muslim culture in the period of Shah Jahan's reign. 
The following lines are reflective of the tradition and culture prevailing in Agra: 
A hundred years have winged their flight 
O'er princely Agra's lofty towers, 
A hundred years of sunshine bright 
Have reveled through its summer bowers-
(The Taaje Mahal, 55-58) 
Roberts rightly marks an allusion of 'the crescent' that establishes the 
presence of Islam in Agra. But she stresses the fact that though the Islamic culture 
reached its zenith in Shah Jahan's reign, the 'Moslem glory' of Agra faded away as 
the ' warriors of the western world' defeated Shah Jahan and hoisted the 'red cross 
baimei' over the city. 
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Benares 
This city is considered as one of the hoHest cities in India by the Hindus. This 
city is situated on the banks of the Ganges River. Roberts talks of this religious city in 
her poem, "The Rajah's Obsequies". In this poem she emphasizes that the temples 
constructed in the city are beautifully reflected in the water of the Ganges: 
The holy city's temples glow 
Reflected in the stream below. 
(The Rajah's Obsequies, 23-24) 
Roberts points out that the pious Hindus assemble on the banks of the Ganges 
and take their holy bath in the water of the river in order to cleanse away their sins. 
The holy bath performed by the Hindus and the presence of the temples and domes in 
this city affirm the religious tradition of Hinduism. She also lauds 'Benares's far-
famed webs' that compete with 'rarest, finest looms' of Persia. She represents the city 
with reference to the religious and cultural symbols of the belief system of Hinduism. 
Delhi 
Delhi, the capital of India, figures in Roberts's poem, "Nour Juffeir Khan". In 
this poem Roberts points out that the image of the holy temples of Delhi is reflected in 
'the Jumna's sparkling waters'. She also marks the presence of some Oriental flowers 
in this city which captured her attention and displayed her 'undivided love' for the 
Orient. 
Besides, Roberts talks of another Oriental city, Mussaul which appears in her 
poem, "The Rajah's Obsequies". Under the study of the cities I am not discussing the 
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importance of this city in Oriental context because I have already included it in 
chapter four. 
Mecca 
Generally known as Makka, this city is located in Saudi Arabia. This city "is 
the holiest of holy places, because it houses Ka'aba, the house of God, lo which 
Muslims turn in prayers, and because it is the birth place of the prophet of Islam" 
(Kidwai 104). Hemans includes this city in her poem, "The Indian City". In this poem 
she points out how Maimuna, the mother of 'a noble Muslim boy' stabbed by the 
Hindus in an Indian city, made her journey toward Mecca and halted 'the march of 
her pilgrim' for 'a few brief hours'. The following lines convey Hemans's concern 
about Maimuna's journey to Mecca: 
She, on her way unto Mecca's fane. 
Had stayed the march of her pilgrim - train 
Calmly to linger a few brief hours 
In the Bramin city's glorious bowers, 
(The Indian City, 57-60) 
Trees and Flowers 
Some trees and flowers have been a subject of those poets who have written 
on the Orient. These trees and flowers move the poets' heart not by their charmmg 
beauty but also by their significance in the Orient and hence they occupy a special 
position in their writing. Roberts mentions some Oriental trees and flowers in her 
poems. The trees that represent the cultural and religious aspects of the Orient in her 
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poems are: Baubool, Peepul, Niem and Banian. In view of their role in the human life, 
these trees are valued throughout the Orient. Roberts refers to the Baubool tree in 
"The Taaje Mahal" and "The Moosulman's Grave". In "The Taaje Mahal" she speaks 
of the gold-like gum that the Baubool tree exudes. She focuses on the importance of 
this gum used for tanning and dyeing in her days. In "The Moosulman's Grave" she 
mentions it again: 
And the magnolia's richly scented vase 
Droops o'er the Baubool's bells of golden light. 
(The Moosulman's Grave, 55-56) 
Peepul is widely regarded as a sacred tree in the Orient. Hindus use its leaves in their 
religious offerings. Roberts refers to this tree in "The North-Wester", "Night on the 
Ganges" and "The Moosulman's Grave". What she states about 'the dwck peepul's 
glossy foliage' in "The North-Wester" is quite appropriate in context of Oriental 
culture. In "Night on the Ganges" she speaks again of 'the glossy peepul'. In her 
another poem, "The Moosulman's Grave" she describes how 'the tall peepuV grows 
and the shadow of its leaves falls on the Muslim's tomb: 
Where the all peepul spreades its grateful shade 
Above the pious Muslem's lowly tomb. 
(The Moosulman's Grave, 3-4) 
Niem is another Oriental tree that appears in Roberts's poem, "The North-
Wester". She points out that the green leaves of Niem flutter and dance in the slightest 
breeze. Another exotic tree of the Orient is banian tree. This tree is widely worshipped 
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by the Hindus. Roberts marks the presence of the 'majestic banians' on the banks of 
the Ganges. She metaphorically equates the 'green luxuriance' of the banians uith the 
'lofty minarets' that symbolize eternity. Her description of the banian tree is as 
follows: 
And there majestic banians fling 
Their green luxuriance beside 
The lofty minarets that spring 
With upward flight in towering pride; 
(The Rajah's Obsequies, 13-16) 
Apart from the exotic trees, Roberts mentions a variety of flowers which 
reflect the cultural heritage of the Orient. Baylas, Chumayla, Champa and Jessamine 
are some of the Oriental flowers that appear in her poems. In "The Taaje Mahal" she 
talks of baylas in the garden that encircles the Taj Mahal. The buds of this flower 
blossom in a way that moves her heart much. The flower exudes its sweet smeil which 
contributes to the soothing environment of the garden: 
And baylas perfumed buds unfold 
Their crests of snow, o'er the pink bed 
With the broad lotus thickly spread. 
(The Taaje Mahal, 78-80) 
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In "The Rajah's Obsequies" she mentions chumayla flower. "The Moosulman's 
Grave" contains the reference to Champa and Jessamine flowers. Hindus use these 
two flowers in their rehgious offerings. 
Musical Instruments 
Roberts refers also to some musical instruments of the Oriental origin. These 
musical instruments reflect the historical and cultural tradition of the Orient. Her 
poems, "The Rajah's Obsequies" and "Nour Juffeir Khan" mention two musical 
instruments, namely Sitar and Dhole. Sitar was one of the percussive instruments 
used in Indian classical music during the Mughal period. In "The Rajah's Obsequies" 
Roberts reports that 'the dark-eyed maids' celebrate some festivals in 'the Zenana's 
halls'. These maids listen to a soft variety of resonance and harmony produced by the 
sitar. They also show their interest in hymns that glorify the notable themes and ideas 
of the Oriental cultures: 
The dark-eyed maids hold festivals, 
And listen to the soft sitars, 
Hymning those sweet and gentle themes 
Which young hearts picture in their dreams. 
(The Rajah's Obsequies, 31-34) 
Roberts points out also the melodic sounds of the Sitar played at the Hindu flineral 
ceremonies. In "Nour Juffeir Khan" she exalts the 'cittara's softer sounds' that 
underscore the tradition of Indian classical music. 
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Roberts talks also of the Dhole, and its significance in Indian culture. The 
Dhole is one of the important percussive instruments used generally in folk-music of 
India. In "The Rajah's Obsequies" Roberts appreciates the melodic sounds of the 
Dhole that highlights the rich variety of Indian culture. In "Address, Spoken at the 
Opening of the Cawnpore Theatre" she mentions the exotic sound of the Dhole that 
creates melodious ambience at the Cawnpore Theatre: 
And the adjacent city only rang 
With the deep dhole, 
(Address, Spoken at the Opening of the Cawnpore Theatre. 7-8) 
Food, Dishes and Drinks 
Roberts's poems - "The Rajah's Obsequies" and "Nour Juffeir Khan" - refer 
to the culinary aspect of the Orient. In "The Rajah's Obsequies" she shows her 
familiarity with Dal, an important side-dish in Indian cuisine. In this poem she retlects 
how the Hindus take 'the silvery rice' with the 'golden daV and other vegetables: 
Milk, and some vegetable root. 
The golden dal, the silvery rice. 
The plantain's, or the mango's fruit. 
The Hindoo's simple wants suffice. 
(The Rajah's Obsequies, 41-44) 
In "Nour Juffeir Khan" Roberts refers to paan, pillaus, kaaries and sherbets 
that indicate local food habits. Paan is generally served as a digestive after meals. 
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Chewing paan is a cultural tradition throughout the Orient. "When chewed after 
meals, it sweetens the breath and acts as a gentle stimulant" (Bakhru 43). Roberts 
draws the image of the zumeendars' habit of chewing paan: 
The Zumeendars and vassals share -
Rose water, paan and spices prcst 
Profusely on each welcomed guest. 
(Nour Juffeir Khan, 174-176) 
In the same poem she shows her appreciation for delicious pillaus, kaaries and 
sherbets, pointing out the rich culinary life of the Orient. 
To sum up, the chapter underscores that the Oriental elements discussed here 
play an effective role in the poems of Roberts, Jones and Hemans, and reflect genuine 
interest of these poets in the Orient. 
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CHAPTER VI 
Image of the Orient in Emma 
Roberts's Prose Writings 
CHAPTER VI 
Image of the Orient in Emma Roberts's Prose Writings 
This chapter aims to explore the image of the Orient in Emma Roberts s prose 
writings. Like the poems of her collection, Oriental Scenes, Dramatic Sketches and 
Tales, with Other Poems (1830), some of her prose works, namely Scenes and 
Characteristics ofHindostan, with Sketches of Anglo-Indian Society (1837), The East 
India Voyage {\%2)9), and An Overland Journey Through France and Egypt to 
Bombay {\%A\) contain the impressions and perceptions which she had during her 
visit to various parts of the Orient. The image of Orient in the first volume of her 
prose work, entitled Scenes and Characteristics ofHindostan, with Sketches of Anglo-
Indian Society (1837) has been analysed below. 
In the purview of this chapter I have tried to explore Roberts's interest in the 
culture, antiquities, religions and other social aspects of the exotic British India. 1 
have listed those British military stations which she had visited during her decade 
long stay in India, and explained her observations, impressions and experiences. Let 
us turn first to her representation of the following Indian cities: 
Calcutta 
Calcutta (now known as Kolkata) is one of the metropolitan cities of India. It 
is situated on the eastern valley of Hooghly river which "at all periods of the year 
presents a broad surface of sparkling water" and passes "through a richly wooded 
country, clothed with eternal verdure, and interspersed with stately buildings" 
(Roberts 1). At present, this city is the capital of West Bengal, an Indian state. It is 
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popularly known as 'The City of Palaces' which James Atkinson (1780-1852) used as 
an epithet as the title of his collection of poems. 
Roberts begins her description of Calcutta with reference to the architectural 
style of its buildings. She asserts that Calcutta houses numerous buildings of various 
architectural patterns. She notes that buildings of Calcutta are quite large. She 
portrays the architectural styles of the buildings in the following excerpt: 
The houses for the most part are either entirely detached from each other, or 
connected only by long range of terraces, surmounted, like the flat roofs of the 
houses, with balustrades. The greater number of these mansions have pillared 
verandahs extending the whole way up, sometimes to the height of three 
stories, besides a large portico in front; and these clusters of columns, long 
colonnades, and lofty gateways, have a very imposing effect, especially when 
intermingled with forest trees and flowering shrubs (2). 
She describes that the floors of these buildings are "covered with fine matting, and 
the walls are adorned with sconces having glass shades to them, some containing two, 
and others three lights" (5). She talks of various kinds of iumiture - sofas, chairs, 
tables, etc. which are made of exotic wood and furnished beautifully in these 
buildings, a little away from the walls. She emphasizes that most of these buildings 
were occupied by the European officers. She points out that some of these buildings 
have fallen in a dilapidated condition with the passages of time. 
Roberts then turns her attention to the "mud hut, or rows of native hovels, 
constructed of mats, thatch, and bamboos" (2). She notes that the native people of 
moderate income occupy these less posh dwellings. She describes that these native 
dwellings lay out beautifully to the outer walls of the palaces of Calcutta. She 
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suggests that although these houses are not superior to the rudest wigwams, they are 
in a good condition. 
Roberts appreciates the loftiness of the apartments of Calcutta. MOST of the 
apartments are illuminated by the flames of coco-nut oil lamps at the fall of evening. 
She portrays a charming evening scene which "consists of the bright floods issuing 
from innumerable lamps in the houses of the rich, when, all the windows being open, 
the radiance is thrown across the neighbouring roads" (5). 
Roberts represents the native poor Bengali servants, with their hospitable 
nature. She notes the appearance of these servants in white dress. She describes that 
the European visitors are "instantaneously surrounded by persons who otfei- their 
services, both as domestics and purveyors" (3). She points out how these servants 
arrange for comfortable houses for the foreign travelers, and take care of them and 
their luggage with full security. She adds that these servants possess a strong moral 
sense, and show their lo\'ing respect and good conduct towards the overseas tourists. 
Roberts talks of another group of Bengali people, known as travelling agents. 
She draws that these agents show their keen interest in terms of guiding the English 
travelers and in talking with them in English language. She points out that among all 
the agents, only the circars (also known as Sarkar) seem to speak fluently in English 
language with the European travellers. 
Roberts declares that there are certain divisions in the caste system of Bengali 
Hindu people. She notes that although the Bengali people possess humble nature, rhey 
believe in class divisions. She depicts an instance how the people of "higher orders of 
domestics look down upon their more humble brethren; their refusal to eat or smoke 
with them, or to touch anything that has been defiled by their hands" (7). 
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Cawnpore 
Roberts draws a graphical presentation of Cawnpore (presently known as 
Kanpur), an Indian city which stands on the right bank of the Ganges river, and 
presently holds an important position as a city of industrial and administrative unit in 
the northern state of Uttar Pradesh. Roberts represents this city with the tag of one of 
the important Mofussil stations of India. 
Roberts focuses her attention first on the garrison of Kanpur. She states that 
this garrison acts as headquarter of the Kanpur during the British rule. She notes that 
this garrison comprises "a European regiment of dragoons, and one of native cavalry; 
several battalions of artillery, horse, and foot; one King's, and three Company's 
regiments of infantry; a major-general in command; and the numerous staff attached 
to the head-quarters of a large district" (36). This garrison provides homely facilities 
to the Company's civil servants, namely collectors and judges. 
Roberts turns her attention to some ciitcha (Urdu word used for a mud-walled) 
houses of Cawnpore. She describes that these houses are comparatively big and 
accommodate many persons at a time for living. She points out that these houses are 
well lit by the oil lamps at evenings, thus adding exotic beauty to the locale. 
Roberts provides also the description of the bungalows of Kanpur. She praises 
the architectural style of these bungalows. She portrays the plans and architectural 
features of these bungalows in the following lines: 
The plans of bungalows are various, but the most common consist of three 
centre rooms; those opening on the front and back verandah being smaller than 
the one occupying the interior, which is called the hall; these rooms 
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communicate with three others, much narrower on each side, and at the four 
comers are bathing rooms, talcen off the verandah, which stretches all round. 
The centre, and largest room, has only the borrowed lights permitted by eight, 
ten, or twelve doors leading out of the surrounding apartments: these rooms 
are always open, but some degree of privacy is obtained by a curtain attached 
to each, of a sort of gauze-work, formed of bamboo split very fine, and 
coloured green; these also serve to keep out the flies, while they admit air and 
all the light considered necessary by an Anglo-Indian (38). 
She notes that like the palaces of Calcutta, the floors of these bungalows arc covered 
with matting and the setringee (known as shatranji or sitrangee in Urdu for a cotton 
carpet). She states that these bungalows are beautifully fiimished with chairs, tables, 
and sofa of valuable wood, and cushions and coverings of damask. These bungalows 
are repaired every three years by replacing the old chunam (Hindi word signifying a 
white powdery substance which is used for colouring houses in the Orient) of the 
floor. 
The gardens of Kanpur are cultivated during the cold season. These gardens 
produce almost all types of European vegetables. The grapes, mangoes, guavas, limes, 
melons, custard-apples, oranges, peaches, plantains, etc. are remarkable production of 
these gardens. The gardens of Kanpur abound also in some fabulous exotic trees. 
Roberts speaks of two other places - the race course and the theatre - which 
stand in the middle of the cantonments of Kanpur. The architectural style of these 
places resembles with an overgrown bam. The race course was crowded with 
carriages of different models at evenings while the theatre acted as a source of 
entertainment for the European residents as well as the native Indians. The high 
160 
ranked officers came to the theatre in attractive dress, along with well-dressed ladies, 
and enjoyed the performances of the native actors. She presents an interesting scene 
of carriages and servants observed outside the theatre: 
Outside of the theatre, the carriages and servants in waiting form a singular 
scene; palanquins, buggies, and vehicles of all descriptions are brought mto 
requisition; half the attendants compose themselves to sleep, while the other 
half are smoking; but when summoned, they vie with their brethren in London 
in creating bustle and confijsion, each thinking his own honour implicated in 
keeping up the consequences of his master (45). 
Roberts highlights another traditional custom that is celebrated at the assembly 
rooms of Kanpur. She asserts that the settled European residents celebrated a party 
"with a supper and ball at the neighbouring assembly rooms" (45) after the end of a 
play. She notes that the native khidmutgars (in Urdu, this word is generally applied 
for household servants) kept themselves standing behind the chairs of the guests at the 
evening party, and serve them with plates, knives, forks and glasses at the time of 
supper. She points out that almost all the invited guests felt delighted with the services 
of the khidmutgars. She takes a note of another cultural program - dance party -
which the professional actors perform after the end of the supper. She reports that the 
saibs (Urdu title which is placed after a respected person's name or designation) were 
extremely delighted with the performances of the hired native professional singers 
and dancers. 
Roberts describes another town, Mirzapore (presently known as Mirzapur), an 
Indian city which is situated between Benares and Allahabad in the state of Uttar 
Pradesh. She highlights the significance of the city with its large production of 
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carpets. She notes that although this city suppHes large amount of carpets, it fails to 
compete with the carpets of Turkey in ternis of quality. However, she ovenates its 
supplementary production of thick and wann gannents which the native Indians wear 
throughout the year. 
Berhampore 
Berhampore, another important British military station "is situated on the left 
bank of Hooghly river, in the fair and fertile province of Bengal, and is arrayed with 
the utmost splendour of foliage; the flowering trees attaining a gigantic size, and the 
more common offspring of the forest, the banian, tamarind, neem, peepul and 
bamboo, occurring in greater profusion, and seeming to riot in richer luxuriance" 
(Roberts 80). Roberts begins her description of this city with the quarters of the 
European officers. The quarters of this station are built in the architectural pattern of 
the palaces of Calcutta, and most of them are puckha (known as pakka in I rdu to 
signify baked materials). She notes the presence of a parade ground enclosing to the 
grand square of the cantonment. The "stately houses, belonging to civilians and other 
permanent residents, arise in tasteful and convenient spots in the neighbourhood, 
giving to the whole station an air of grandeur and importance not usually found in 
garrisons" (Roberts 80). 
Roberts comments also on some negative aspects of Berhampore The 
drainage system was in a very bad state prior to East India Company's rule over 
Berhampore. Many "ditches and stagnant pools, those fruitful sources of malaria" 
(81) could be seen outside the regiments of Berhampore. The European residents who 
live in such environment cannot keep themselves away from the "diseases which were 
generated by sudden transitions from heat to cold" (Roberts 81). She notes that even 
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the sudden outbreak of cholera becomes "pecuHarly destructive to the European 
community" (82). 
Roberts depicts the fashionable life-style of those European ladies who resided 
at the quarters of Berhampore with their husbands, fathers, brothers or other relatives. 
These ladies choose to wear the dresses of latest European fashions. These ladies 
make habit of at least a short journey to various quarters of other regiments of 
European officers. They assemble on the banks of the Hooghly river to observe some 
cultural rituals performed by the native people. 
Roberts then turns her attention to the silk industry of Berhampore launched 
by the East India Company. The silk factory of this station produces "the bandana 
handkerchiefs so much prized in England, together with taffetas and washing silks, 
which are however deficient both in gloss and substance, and very inferior to the 
productions of other looms, either belonging to the eastern world or to European 
states" (88). Silks of Berhampore are beautifully furnished with ivory, and figures of 
men and animals. This city exports a variety of silks to Delhi and enjoys much 
demand of silks in England's markets. 
Roberts depicts some cultural ceremonies which were popular during the reign 
of the nawabs (known in Urdu, an honorific title given to the "administrator of a 
province and commander of the Indian army" (Brewer 874)) of Murshidabad (now a 
district of west Bengal). She speaks of nautch (nach in Hindi refers to a traditional 
Indian dance) which the professional actors of Berhampore performed with great 
pomp. She describes that a number of European residents living in Berhampore were 
invited to enjoy this nautch party. The Europeans rejoiced themselves with having a 
glass of wine while the native Muslims take cherry-juice instead of wine which is 
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strictly forbidden in Islam. She adds that the cherry-juice becomes not only the 
favourite beverage of the Muslims but also of the Hindus and "even the lofty-minded 
Rajpoots, the strictest followers of Brahma" (94). 
Roberts adds to her description of Berhampore a view of the Bhagarathi (now 
spelled as Bhagirathi) river. The banks of this river "is very wide, spreading itself 
over a vast extent of low ground, and forming beautiful creeks and bays shadowed 
with the bending branches of the bamboo and other graceful trees" (Roberts 95). The 
banks of this river are well lighted in the evening on the occasion of Bhearcr (known 
as Bera in Bengali for a cultural festival which the Bengali people celebrate with 
fervor in the fifth month of the Bengali calendar). Meer Jaffeer Khan (1691-1765), the 
nawab of the Murshidabad, accompanies with his peers "magnificently clad in gold 
and silver brocade, studded with jewels" (Roberts 95) to visit and enjoy this festival. 
She presents a charming sight of the barges which appear on the breast of the river in 
the evening: 
The prows of these gay and gilded barges are shaped into the resemblance of 
animals, and painted and varnished with all the hues and splendour of enamel; 
at the stem, gilt pillars support richly-embroidered canopies, and the rowers 
are splendidly clad in white and scarlet (94). 
Long boats "skim like bright-plumed birds the surface of the sparkling water" 
(Roberts 94). A troop of beautiful maidens launch "a great number of little boats into 
the river, of coco-nut garlanded with flowers, and gleaming with a lamp, whose 
flickering flame each viewed with anxious hope of happy augury" (Roberts 95). She 
notes that the palace-like Bhearer is "preceded by thousands of small lamps, which 
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cover the surface of the water, each wreathed with a chaplet of flowers" (96). She thus 
projects the cultural life of the native place. 
Roberts traces Krisnagur (presently called as Krishnanagar), a civil station 
which stands on the banks of the Jellinghy (now spelled as Jalangi) river in the state 
of West Bengal. This station acts as the centre place for producing superior kind of 
muslins during the East India Company's rule. She appreciates the fine quality of the 
muslin of Krisnagur in the following passage: 
These muslins have the commendation - a strong one to some persons - of 
being high priced. The piece, which is more than enough for one dress but not 
sufficient for two, is of twenty rupees. The patterns are elegant, but are only 
printed in a single colour; and as Indian muslin, though nearly driven out of 
the market by steam and spinning-jennies, is still highly prized, it might be 
advantageous to an English shopkeeper to keep a stock on hand for the benefit 
of the ladies of Calcutta" (90). 
Patna 
Patna, another important city of India stands on the right bank of the Ganges 
river in the state of Bihar. Roberts reports the following view of this city: 
Patna, though it does not contain any single building of great celebrity or peculiar 
beauty, is rich in the remains of Moosulman splendour, and its appearance fi^om the 
river is highly picturesque. The houses of the wealthy classes, which are very 
numerous, are handsome buildings, flat-roofed, and surrounded by carved balustrades 
(130). 
She notes the presence of some other houses which are occupied by the middle class 
families. She depicts thus the topography of Patna: "peepul trees, broad ghauts, the 
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remains of Gothic gateways of dark red stone (which posses a truly feudal air), and 
the numerous temples devoted to Hindoo and Moosulman worship" (131). She 
focuses her attention also on the shops of the hukeems (in Urdu this word denotes a 
physician) which are beautitxilly "furnished, in the primitive style, with herbs of 
various kinds" (141). 
Roberts amplifies her description of Patna with a brief account of Bankipore, a 
city comprising central part of Patna. This place has dense population, and is known 
for its rich exotic culture. This city supplies coloured drawings of the feathered tribes. 
She points out its high production of vegetables of various kinds. She describes it as a 
centre for intellectual activities. The civilians of this station had "the opportunity of 
seeing and entertaining all travellers of consequences proceeding up or down the 
river, and their appointments were comparatively liberal and they were enabled to 
keep up a portion of the ancient hospitality" (Roberts 132-133). 
Another sub-military station, Dinapore stands on the banks of the Son river in 
the state of Bihar. This station provides training and housing facilities for the army 
officials. Roberts states that the cantonments of this station were the only places 
where "the performances of the military bands in the evening attract the whole 
population to the spot, affording a cheerful place of assembly" (135). 
Roberts highlights Islamic culture of Patna with reference to the festival of 
Mohurrum. Muslims of Patna celebrate this ceremony annually in the memory of two 
grandsons of Prophet Muhammad (PBUH) - Hassan (625-670) and Hussain (626-
680). Muslims beat their breast with hands during this festival and lament over the 
loss of their martyrs. She depicts a negative image of these followers for "being far 
more fanatic and intolerant than their brethren of Bengal, who have sadly degenerated 
from the true faith, and are given to pay homage at idol shrines" (137). 
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Roberts presents Patna as a business hub, producing table-linen and wax-
candles. Patna "possesses very expert workmen in every department of mechanical 
art; among the minor branches are bird-cages, constructed with great ingenuity and 
even elegance; the frames of some being delicately inlaid with ivory, while the wires 
of others are strung with coloured beads" (139). She notes the availability of opium 
which the nawabs of Patna and others take to maintain their social status. The poor 
natives of Patna catch birds from hilly areas and sell them throughout India. 
Roberts brings out the importance of Patna with its fertile soil which produces 
rice and vegetables of various types in large amount. She notes that potatoes hold the 
first position among all the cultivated vegetables, and have a considerable demand in 
terms of native consumption. She appreciates the quality of rice of Patna, for the 
London traders declare the rice of Patna as "the grain of superior quality" (139). 
Roberts shares an evening experience of Patna. She describes that the streets 
of Patna abound in an interesting sights of various Oriental carriages, namely palkees 
(Urdu word for a sedan chair), taunjohns (in Hindi this word signifies a carriage 
drawn by the horse) and rhuts (known as rath in Hindi for the chariots used by the 
Hindus for any religious ceremony). She states that these Oriental carriages are drawn 
by the native poor males. Chokeydars (Urdu word to refer to lower ranked servants 
guarding household property at night) appear on streets with their loud voices. She 
notes the presence of "the incessant vociferation of Jakeers stationed at the comers of 
the streets" (142). Shops, temples, palaces and other buildings of Patna enhance the 
beauty of the evening scene: 
The shops are all lighted up, and as the evening advances, the dusky buildings 
which rear themselves against a dark blue sky studded with innumerable stars, 
have a solemn and imposing appearance; much that is paltry and sordid is 
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obscured in deep shadow, and only the more prominent objects are re\ ealed to 
the eye. Patna at this time assumes a gorgeous aspect, presenting a succession 
of temples and palaces worthy to have been the abodes of the luxurious 
Moghuls (Roberts 142-43). 
Roberts depicts an annual fair which takes place in the cold season at 
Hadgeepore (now known as Hajipur), a town located on the left bank of the Ganges 
river in the state of Bihar. She offers details of this fair in the following passage: 
Rich carpets are spread over the setringees which cover the floor, and small 
chandeliers are suspended from the roofs. The walls are hung with some gay 
patterned chintz, and the sideboards glitter with plate. No privations are felt by 
the dwellers under canvas; the repasts being equally well served in the midst 
of a sandy waste as in the kitchen attached to a magnificent mansion (145). 
This fair attracts the attention of both the natives and European people with its fancy 
balls and private theatres. She notes the availability of some rich productions this fair 
- shawls, pearls, gold ornaments, and precious stones - which catch the attention of 
the visitors. She draws an amazing scene of this fair in which some groups of the 
native servants "sleeping, some smoking, others singing and beating the tim-tom, 
while gaily dressed ladies are alighting from their carriages, and entering the tents 
already illuminated for the evening" (145). She talks also about some food dishes: 
chupatties (in Hindi for unleavened bread), kaarie (known as curry in English for a 
saucy dish), roast, boils, grills and stews. 
Roberts draws attention also to the 'Deegah Farm' of Patna. She notes that this 
farm was occupied by William Havell (1782-1857), an English artist who came to 
India and "made his living by painting portraits of East India Company officials and 
Army officers, as well as landscapes" (qtd in Martins 81). This farm keeps all sorts of 
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domestic animals of European and Englisii breed in stock. Havell's warehouses 
contain various types of articles in an elegant order. In these warehouses "jewellery 
and millinery, chins, glass, hardware, European bird-cages and bird-seed, saddlery, 
ornamental furniture" (148) etc are arranged with an extreme order. She appreciates 
Havell's thoughtful skills in terms of his dealing with wild animals and in shipping at 
Hooghly river and collecting mango and hilsa-fish. She notes also the surrounding 
gardens of this farm where fabulous fruit trees and vegetables grow in abundance. The 
native mallees (Hindi word for gardeners) work in these gardens "under the 
superintendence of Dutch and Chinese gardeners, men of science and practical 
knowledge" (Roberts 149). 
Benares 
Benares (called also as Banaras, Varanasi, or Kashi) is another Indian city 
which stands on the banks of the Ganges river in the state of Uttar Pradesh and is 
known as the seat of Hindu rituals and Sanskrit learning. Roberts speaks of "the 
singularity of its structure, its vast wealth, and immense population" (170). 
Roberts commences her description of Benares with its ghauts (known as ghat 
in Hindi for the steps of river). Many temples are built up on the banks of the river 
and "backed by tall mansions seven stories in height, and interspersed with Gothic 
gateways, towers, and arches, (all profusely covered with ornaments,) balconies, 
verandahs, battlements, mullioned windows, balustrades, turrets, cupolas, and round 
and pointed domes" (171). She draws a pictorial scene which is created on the 
sparkling waters of the river by the images of temples, mosques, palaces, trees, and 
other buildings of the city. 
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Roberts provides a detailed account of the varied architectural patterns of 
palaces, temples, and other buildings of Benares. She appreciates the architectural 
styles of the buildings in the following passage: 
The usual style of building in Benares ensures the strictest privac> to the 
female portion of the family. The massy door from the street opens into a 
small court-yard, surrounded on all sides by high walls; one large apartment 
occupies the whole of the front, in every story; these rooms, which are airy, 
and well supplied with windows and verandahs overlooking the street are 
exclusively occupied by the gentlemen of the house. On each floor, a covered 
gallery runs round three sides of the court-yard, leading to small chambers, or 
rather cells, where the women and their attendants are immured (182-183). 
She points to numerous temples of different shapes and sizes of the cit> built in 
honour of several Hindu deities and venerated by the Hindu worshippers. The 
architectural patterns of the buildings and temples fell into a dilapidated condition 
during the reign of Arungzebe (1618-1707), the 6"^  and the last emperor of the 
Mughal Empire of India who conquered this city and commanded the Muslim 
architects to bring about changes in the architectural style of the whole cit\. She 
alludes to the minarets of the mosques which rank amid the wonders of the city and 
symbolically represent the presence of Islam in the city. She adds that these minarets 
of the mosques possess lofty spires which "shoot up into the golden sky from a dense 
cluster of buildings, crowning the barbaric pomp below with graceful beauty" (HI) . 
Roberts reports some religious practices of the Hindu devotees there: how the 
pious Hindus assemble on banks of the Ganges river and offer flowers in the water of 
the river. These Hindus take a holy bath in this river in order to cleanse their sins. 
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Roberts describes the bazars (Urdu temi for market) which are located in the 
interior region of Benares. These bazaars abound in various types of shops - namely 
tailors', copper-smiths' and others selling shawls, muslins, scarfs (Persian word used 
to refer a veil worn by women to cover the head or face), puggree (Urdu word for 
turban), kincob (Sanskrit word to denote an ornament made of gold or brass),7oom^a 
(in Urdu, the term stands for earrings), etc. These bazaars are much crowded, with 
hustle and bustle all day. She draws a sharp contrast between these bazaars of Benares 
with those of other cities of India at day-break: 
Benares, at day-break, presents less of animated life than any other city of the 
same magnitude and extent: a few sweepers only appear in the streets; all the 
houses are shut up, and give no sign of the multitudes who swarm within. The 
shops are closely barricaded, the usual mode of fastening them being by a 
strong chain attached by a large padlock to a staple beneath the threshold. At 
this early hour, the streets are very clean, and the air of the city is much cooler 
and fresher than might be expected from its denseness and population. Its 
zoological inhabitants are up and abroad with the first glean of the sun; the 
brahminee bulls perambulate the streets, monkeys spring from cornice to 
cornice, and flights of pigeons and parroquets dart from the parapets in every 
direction. As soon as it is broad day, the priests repair to the temples, and 
devotees are seen conveying the sacred water from the Ganges to the several 
shrines. At the doors of the pagodas, persons are stationed with baskets of 
flowers for sale. Long rosaries of scariet, white, or yellow blossoms, seem to 
be in the greatest request, and are purchased by the pious as offerings to their 
gods: the pavements of the temples are strewed with these floral treasures, the 
only pleasing ceremonial connected with Hindoo worship (176-77). 
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Roberts depicts some Hindu festivals of Benares. She describes that the Rajah 
of Benares celebrates the hoolee {holi in Hindi which signifies a Hindu festival held in 
the 11* month of Hindu calendar) with the native Hindus and the families of the civil 
and military officers in perfection at the palace of Ramnaghur. Rose baskets are 
substituted for the powdered mhindee (a tropical shrub whose leaves are used as a hair 
dye) and all the guests feel extremely delighted with the taste and courtesv of the 
Rajah during this cultural festival. She shifts her attention to the nautch, a cultural 
tradition which the rajah organizes for entertaining the guests and other natives. She 
notes that the guests feel sometimes tired with long performance while the "natives 
never appear to be weary of the evolutions of their favourites, and will sit with 
exemplary patience, from nightfall until daybreak, gazing upon the successive sets of 
dancers, who relieve each other throughout the night" (188-189). She speaks of 
another traditional Hindu festival, diiwalle (dewali signifies a festival of lights which 
the Hindus celebrate in honour of their goddess of wealth, Lakshmi). She asserts that 
this festival is celebrated "at Benares with the greatest splendor, and its magnificence 
is heightened by the situation of the city on the bank of the river, and the smgular 
outlines of the buildings" (193). She notes that the chiraugs (the term stands for 
lights) of various shapes and sizes are put on the edge of palaces, temples and other 
buildings in a systemafic range on the occasion of this festival, and are well lighted on 
the dark night. She portrays the charming scene of this festival in the following Imes: 
The city appears like the creation of the fire-king, the view from the water 
affording the most superb and romantic spectacle imaginable, - a scene of 
fairy splendor, far too brilliant for description. Europeans embark in boats to 
enjoy the gorgeous pageant from the river; all the vessels are lighted up, and 
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the buildings in the distance, covered with innumerable lamps, shine out in 
radiant beauty (194). 
She notes that the natives celebrate this festival annually in order to continue their 
good fortune. She points out that the gamblers "try their luck, and if they should be 
successful, pursue their fortune with redoubled confidence" (194) on the eve of this 
festival. Even thieves, "anxious to secure an abundant supply of booty, labour 
diligently on this evening in their vocation; while others eat, drink, and are merry, in 
order that they may spend the ensuing period joyously" (194). 
Roberts points also to the sectarian conflicts between the Benares Muslims 
and Hindus. Muslims slaughter bulls on the streets while the Hindus slay pigs and 
throw the flesh of these pigs into the precincts of the mosques, thus raising conflicts 
among them. She represents also Benares as the destination of religious beggars: 
"some of these are distinguished only by their disgusting filth, an indispensible mark 
of sanctity; while others attain a wretched pre-eminence by the frightful tortures 
which they inflict upon themselves" (196-197). 
Roberts describes also 'Secrole', a military and civil station in the close 
vicinity of Benares. She notes that the garrison of this 'Secrole' consists of "about 
three native regiments, and a small train of artillery" (175). She describes that the 
'Secrole' possesses some mansions of exotic character, housing some European 
travelers and artists. She makes a reference to Daniell (1769-1837), an English artist 
whose drawings exhibit a pictorial representation of the surrounding groves of the 
'Secrole'. She mentions some Muslim tombs which are scattered beyond the 
'Secrole'. She claims that these tombs underscore "the vast increase of the followers 
of a foreign creed in the sacred birth-place of Brahma, and the desecration of this holy 
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spot is made still more apparent by the carcasses of animals hung up, in defense of the 
brahmins, in butchers' shops" (176). 
Allahabad 
Allahabad, another important city of India, is situated on the banks of Ganges, 
Yamuna and Saraswati rivers in the southern part of Uttar Pradesh. It is known as 'the 
abode of God', a term which came into existence during the reign of the Mughal 
emperors of India. Roberts alludes to the Mughal emperors: "who have left memorials 
of their splendour in a fortress once unequalled in beauty" (245). She states that the 
city presently has only a few achievements of the Mughal emperors and few Muslim 
residents. She adds that the city is a holy place for the Hindus in India. 
Roberts points to the bungalows in Allahabad which were built in the Anglo-
Indian architecture during the British rule in India. Most of these bungalows were 
occupied by the British officers and were surrounded by fabulous exotic gardens. She 
speaks of garrisons which were connected to these bungalows, and of the bazar 
behind these bungalows. The British officers collected 'the tolls and dues' from this 
bazar. She draws attention also to the remote fallow lands which the native tyuts (in 
Hindi, this term stands for farmers) transformed into rich cultivated lands. 
Roberts highlights chief attraction of Allahabad with a fort located on the bank 
of the Yamuna river. This fort was constructed in Oriental style during the East India 
Company's control over this city. She comments on the architectural patterns of this 
fort in the following passage: 
The principal entrance of this fort is landward...A suite of apartments 
commands a splendid view of the Jamuna, with its craggy heights and wild 
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sandy shores. From the balcony a singular scene is obtained... The spectator 
looks down upon a grove of mango-trees, tlanking a fine esplanade, and 
peopled with innumerable ring-necked parroquets, which, as the sun glances 
upon their vivid plumage, dart in and out of the branches like coruscations of 
emerald light (255-256). 
The interior of this fort is beautifully carved with various Oriental designs. Numerous 
birds of exotic breed make their nest with small leaves and straws in the cornices of 
this fort. 
Roberts informs that at the time of her visit there was no theatre at Allahabad. 
She suggests that only 'a billiard-table' acted as a chief source of entertainment for 
the gentlemen of the city. She emphasizes that this 'billiard-table' appeared to be "the 
resort of all the idlers of the station" (259). She brings out the significance of the book 
club of this city which "furnishes the more studious with the floating literature of the 
day" (259). 
Roberts speaks of Allahabad with its supply of various products to other 
stations of India. She notes that a large amount of cotton of Allahabad was exported to 
Calcutta via the Yamuna river. She points to other products Allahabad - indigo, sugar 
etc - which were shipped to Calcutta market. 
Monghyr 
Roberts makes a brief note on Monghyr, another British military station 
located on the southern bank of the Ganges river in the state of Bihar. This station 
possesses relics of numerous forts and other buildings, and stretches with vast rocky 
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plains. The importance of this station is the presence of the tomb of Peer Shah 
Lohauni who is widely worshipped by both the Muslims and Hindus of this town. 
Monghyr acts as the centre of workhouse of various accessories. She praises 
the workmen of this place for their skill in manufacturing all necessary accessories. 
She notes that "the workmen possess considerable skill, and construct palanquins, 
European carriages, and furniture, in a very creditable manner" (296). This town 
enjoys reputation for manufacturing the shoes of both the natives and Europeans. The 
tailors of this station mend the anny-clothes with great art. She takes also a note of the 
blacksmiths of this station who "work up steel and iron into a great variety ot forms: 
these goods are coarse, and not of the very best description; but they are useful, 
especially to the natives, and remarkably cheap" (296). 
The bazars of Monghyr abound with culinary and other utensils. She describes 
that "tea-kettles, tea-trays, toasting-forks, saucepans" (297), etc. are some remarkable 
culinary vessels which both the Muslim and Hindu natives buy from these bazars. 
Almost all kinds of food commodities are largely cultivated in the fertile banks of the 
Ganges and brought for sale in these markets. These bazars supply "the variety of the 
commodities and gay costumes of the people" (Roberts 298). 
Roberts provides an account of the large fort of Monghyr. This fort was 
constructed on the bank of the Ganges during the British rule. She commends the 
architectural pattern of this fort: "Within the walls there is a plain of considerable 
extent, sprinkled with some majestic trees, and having two large tanks of water, the 
most considerable covering a couple of acres" (299). This fort affords the European 
soldiers and officers with royal facilities. However, this fort "has not, like Allahabad, 
been ever modernized, or adapted to the prevailing system of warfare" (Roberts 299). 
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Roberts describes Monghyr as a place of religious excursion. She mentions 
Seeta-coond and Jungheera which are other interesting places of Monghyr. Seeta-
coond is a holy Hindu pilgrimage site with its springs and temples. She points to the 
presence of the springs on the "gently-rising hills and rocky ledges" (300) of the 
landscape, a few miles away from Monghyr. European pilgrims "generally take 
themselves with several dozens of bottles of water from Seeta-coond" during their 
return to England. Hindus consider the water of these springs to be sacred. Brahmins 
settle themselves in the surroundings of the springs. Seeta-coond "elevations are 
infested with tigers, and travelers compelled to tread their labyrinths encounter great 
risks" (Roberts 302). Jungheera, another important pilgrimage site is located in the 
neighbourhood of Monghyr. The pious Hindus take this place to be the habitation of 
many Hindu deities. She mentions a religious custom which the Hindus practise by 
paying "their homage at the shrine of Narayan, an idol of great celebrity at this place, 
whose figure, besides being preserved in one of the pagodas, is sculptured upon 
several parts of the rock, together with those of Vishnu, Seeva, and Sirooj" (309). She 
portrays another traditional rite which is performed by the native girls who carry "a 
small tray of brass, on which spices, fragrant flowers, and slices of the coco-nut are 
laid, intended for the altar of Mahadeva or some equally-venerated object of their 
worship" (315). 
Roberts concludes her description of Monghyr with a note on the nature of the 
native people. She depicts the good qualities of the natives. These natives never 
participate in any kind of crime which is frequently committed in other parts of the 
country. 
Oude 
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Oude (now known as Awadh) is another significant British province in the 
state of Uttar Pradesh. Roberts unfolds her description of this province with reference 
to its fertile plains which are watered by a number of streams, and seem to be 
"exceedingly productive, affording rich crops of every sort of grain, cotton, sugar, 
indigo, opium, and all the most valuable products" (342). She illustrates her 
description with a precise note on Lucknow, the capital city of Oude, which stands on 
the banks of the Goomtee river, a tributary of the Ganges river. Lucknow has "a 
splendid assemblage of minarets, cupolas, piimacles, towers, turrets, and lofty arched 
gateways, through which, with many windings, the river glides, while the whole of 
this bright confusion of palace and temple, is shadowed and interspersed with the rich 
foliage of trees of gigantic growth and redundant luxuriance" (Roberts 346). 
Roberts divides Lucknow into three quarters: the first quarter spreads with 
narrow, frowsy and inconvenient streets and "is chiefly appropriated to the mercantile 
community attached to the court and the residency" (347). This quarter is much more 
crowded than the other two quarters. Almost every comer of this quarter echoes with 
stentorian voices of the faqueers (Urdu word generally used to refer to beggars) at the 
fall of evening. The second quarter was promoted under the patronage of Saadut AH 
(1752-1814), the fifth nawab of Oude. This quarter has its "many palace and palace-
like mansions, belonging to the king, and occupied by the members of his family and 
the officers of his household" (347). She draws attention to Delkusha which is built in 
mere styles of the Greco-Moorish architecture and adorned with European 
fiimishings. Other mansions of the quarter have their Oriental features. She notes the 
chowk (Urdu word for an open area with a market) and other markets in this cjuarter. 
The third quarter with its "numerous splendid buildings, mosques, and royal 
residences" (348), was constructed during the reign of Asaf-ud-Daula (1748-1797), 
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the nawab of Oude who transferred the capital from Faizabad to Lucknow. The Nobut 
Khana (Urdu word for a guardhouse) is situated near the outer gate of the royal 
palace. She speaks of the bowlee (a well) which is situated at the centre of the nearby 
garden of the palace. She says that the Siingee Dalaun (a stone building) adds the 
Oriental touch to the royal palace. She draws also a beautiful account of the mosques, 
temples, zenana (Urdu word to refer to the women quarter of a house) and other 
buildings attached to the royal residences. 
Roberts praises the etiquettes of the court during the coronation ceremony of 
the king of Oude. The king appears in the court with a jewel-crown which 'is a perfect 
constellation of gems, and overshadowed by plumes of the bird of paradise" (366), 
and in a regal dress which is embroidered with the strings of gems, diamonds, rubies, 
emeralds etc. The "king gives his portrait set in diamonds to the ambassadors and 
other persons of rank, this distinction being also bestowed upon the aide-de-camps, 
and officers who have accepted situations of equal honour at the court" (Roberts 366) 
. A native servant stands on either side of the throne and waves the fan made of 
peacock's feathers. Other high rank officials stand on the left side of the throne. She 
points out that large masses salute the king with salaams (the Muslim custom of 
salutation) and the "prime-minister stands beside the king to receive the nuzzurs 
(Persian word used to signify a tribute or present) in the coronation ceremony. The 
king stands up to take "from the hands of a person in waiting certain necklaces 
composed of silver ribbon, ingeniously plaited, which offer a cheap mode of 
conferring distinction", and thus the investiture is completed. 
Roberts remarks on an important characteristic of Lucknow with a note on the 
Muslim festival, Bukra Bade (the festival of sacrifice in the last month of the Islamic 
calendar). The Muslims of this province celebrate this festival at the Idgah (a place 
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where Muslims offer their prayers of Eid). The Muslims commemorate this festival 
by sacrificing "particular animals, camels, sheep, goats, kids, or lambs, according to 
each person's means" (369). She notes that the upper class Muslim "supplies their 
indigent brethren with goats and sheep for the sacrifice" (370). 
Apart from the above listed Indian cities, Roberts shares her interest in three 
modes of travelling - 'by dak (post), by marching, and by water in a pinnace or 
budgerow" (154) - which she had experienced during her stay in India. She points out 
that a dak travel happened generally in the hot and dry season. She notes that in "a 
dak ioumey, the traveler must apply to the postmaster of the place of his residence to 
furnish him with relays of bearers to a given poinf (156). She provides more 
information of the dak travelling in the following lines: 
Three or four days' notice is usually required to enable the dak-msLSXer to 
apprise the public fiinctionaries of the different villages of the demand for 
bearers: the traveler must be provided with his own palanquin, and bis own 
banghies (boxes), ropes, and bamboos (156). 
She describes that the European officers marched various cantonments to rejoin their 
corps through the plains and jungles of India in the cold season. Prior to marcli trom 
an old cantonment to a new one, the officers sold the accumulations of fiimiture, 
except the necessary ones, "to procure fiinds to meet the expenses of a removal, or to 
lessen them by abridging the number of conveyances" (104) to the other British 
residents at a very lower rate of auction. She underscores good conducts of the lower 
class Indian servants who took care of these officers and managed a new settlement 
for them with full responsibility. She draws a view on the Indian families who 
preferred to take a journey on rivers by boats in the rainy season. She points out that 
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the rivers played its role both as a medium of travelling and commercial purpose in 
her time. 
To sum up, Roberts produces a perfect copy of what the Orient and India in 
particular appeared to her microscopic eyes in the first volume of her Scenes and 
Characteristics ofHindostan, with Sketches of Anglo-Indian Society (1837). She fairly 
records the Indian cities with reference to manifold architectural patterns. She 
captures the social, cultural, religious, and other conventional traditions, beliefs and 
customs which both the European officers and Indian people followed in her day. 
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Conclusion 
The present study in its exploration of the cross-cultural encounter by the 
British Romantic poets in general and the British Romantic women poets in particular 
has produced numerous findings that are summed up here. 
The thesis has traced various occasions through which the Orient appeared to 
be a place of interest, wonder and enchantment to the poets of the Romantic period, 
and subsequently added a new dimension to the discourse of their poetry. This thesis 
has gone through the usage of the Oriental themes, diction, landscapes, characters, 
cultures, beliefs and traditions, etc. in some of the poems of these British Romantics, 
and thus explored the cross-cultural context in its centre. 
The first chapter of the present study has attempted to examine the relationship 
between the British Romantic poetry and the Orient. It has been found that the 
influential British Romantic poets - William Wordsworth, Samuel Taylor Coleridge, 
Robert Southey, Thomas Moore, George Gordon Byron, Percy Bysshe Shelley and 
John Keats - acquired the Oriental knowledge either by reading books on the Orient 
or by travelling to the Orient owing to their indomitable willpower. This chapter has 
highlighted the Oriental elements as much as these poets drew in their poems. Among 
the Oriental poems by Wordsworth, the "Book V" of The Prelude has remarkably 
conformed to the Orient, and provided his interest in the Orient and more specifically, 
the Arab worid. In this chapter Coleridge's poems - namely "Kubla Khan" and 'The 
Rime of the Ancient Mariner" have found a better place in Oriental context while his 
other poems - "Muhammad" and "Lewti; or, the Circassian Love-Chanf" have 
appeared with comparatively lesser Oriental strand. This chapter has recorded a list of 
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Southey's poems - "Thalaba the Destroyer", 'Chronicle of the Cid", "The Curse of 
Kehama", "Roderick, the Last of the Goths" and "Muhammed" - for reflecting his 
interest in the Orient. Moore has been seen to be "a better adapter of Oriental diction 
and theme to English verse" (Yohannan 155). The four narrative tales of the "Lalla 
Rookh" demonstrate his deep imaginative interest in the Oriental diction, characters, 
landscape, cultures, beliefs and traditions. This chapter has tagged Byron with the 
high priest of Oriental poems; for he was the only poet "who truly experienced the 
Orient by assimilating himself into the cuhure" (Oueijan 18). "Childe Harold's 
Pilgrimage", "The Giaour", "The Bride of Abydos", "The Corsair", "The Siege of 
Corinth" and "Don Juan" are some of his poems which have exhibited his manifold 
interest in and understanding of the Orient. This chapter has examined the presence of 
Oriental material in some of Shelley's poems, namely "The Indian Serenade", 
"Zeinab and Kathema", "Queen Mab", "Alastor", and "Revolt of Islam". This chapter 
has also inserted few poems of Keats in order to display his interest in the Orient. 
British Romantic women poets receive the main concerns in the present study. 
The second chapter of this thesis has dealt with the biographical account of eighteen 
British Romantic women poets - Anna Seward, Anna Laetitia Barbauld, Hanna More, 
Susanna Blamire, Anna Maria Jones, Charlotte Smith, Aim Yearsley, Mary Robinson, 
Helen Maria Williams, Joanna Baillie, Maria Edgeworth, Amelia Opie, Mary Tighe, 
Felicia Dorothea Hemans, Emma Roberts, Maria Jane Jewsbury, Letitia Elezabeth 
Landon and Caroline Norton. This chapter has attempted to explore the philosophical 
and sentimental attitudes of each of these women poets. This chapter has also focused 
on how these women poets depicted the various issues of the contemporary society in 
their works (both verse and prose). 
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The third chapter of this thesis has discussed some poems by the British 
Romantic women poets, namely Emma Roberts, Anna Maria Jones and Felicia 
Dorothea Hemans. It was found that among these three women poets, Roberts and 
Jones received the first-hand experience of the Orient while Hemans gained Oriental 
knowledge by reading books on the Orient. "A Scene in the Dooab", "The Bramin", 
"The Taaje Mahal", "The Dying Hindoo", "The North-Wester", "The Rajah's 
Obsequies", "Night on the Ganges", "The Moosulman's Grave", and "Nour Juffeir 
Khan" are some poems in Roberts's collection entitled Oriental Scenes, Dramatic 
Sketches and Tales, with Other Poems which highlight her interest in the Orient and 
especially India. This chapter has recorded Jones's lively experiences in her poem, 
"Adieu to India". It has attempted to discuss Hemans's presentation of an Indian city 
with a tale of a mother and her son. It has also depicted her misperceptions about the 
Orient in her poem, "The Traveller at the Source of the Nile". 
The fourth chapter of this thesis has provided a compendium of Oriental 
diction used by Roberts, Jones and Hemans. This chapter has explored the ongin of 
each Oriental word as referred to by these women poets. It has tried to examine the 
accuracy and functional value of the Oriental diction. 'Araby', 'Brahmin', 'BulbuF, 
'Champa', 'Chobedar', 'Dal', 'Dhole', 'Fakeer', 'Ganges', 'Gazelle', 'Cienii', 
'Ghaut', 'Hindostan', 'Howdah', 'Jheel', 'Lotas', 'Minaret', 'Mosque', 'Muslm', 
'Nazim', 'Niem', 'Omee', 'Peepul', 'Pillaus', 'Rajah', 'Serai', 'Shawl', 'Sherbet', 
'Tambour', 'Tulwar', 'Vedas', 'Verandah', 'Zenana', 'Zumeendars', etc. are some 
remarkable Oriental words employed by these women poets. 
This thesis has offered an account of Oriental elements by Roberts, Jones and 
Hemans. The fifth chapter of this thesis has attempted to analyze the Oriental 
elements which these women poets accessed in their poems. This chapter has 
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arranged all the Oriental elements into categories, such as rivers, birds and animals, 
characters, cities, trees and flowers, etc. It has revealed how these elements exhibit the 
various concerns of the Orient in their poems. 
The sixth chapter of this thesis has added a draft on prose writings by Roberts. 
This chapter has highlighted the image of the Orient in the first volume of Roberts's 
prose work, Scenes and Characteristics of Hindustan, with Sketches of Anglo-Indian 
Society. It has explored her observations, impressions, and experiences which she had 
during her decade long stay in the exotic British India. 
To conclude, the thesis has drawn several approaches in order to reveal the 
cross-cultural concerns in the works of the British Romantic poets in general and 
British Romantic women poets in particular and hence will contribute to the canon of 
English literature. 
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Appendices 
A: Emma Roberts's Oriental poems 
A Scene in the Doaab 
In tangled depths the jungles spread 
Around the solitary scene, 
The lurking panther's sullen tread 
Marks the wild paths of the ravine; 
Here too the fierce hyena prowls. 
Haunting the dark Jheel 's broad lagoon. 
And here, at eve, the wolf-cub howls. 
And famished jackalls bay the moon. 
Its scorching breath the hot wind pours 
Along the arid waste; and loud. 
The storm-fiend of the desert roars, 
When bursts the sable thunder-cloud, 
A crumbling mosque - a ruined fort -
Hastening alike to swift decay. 
Where owls and vampire bats resort, 
And vultures hide them from the day, 
Alone remain to tell the tale 
Of Moslem power, and Moslem pride, 
188 
When shouts of conquest filled the gale 
and swords in native blood were dyed. 
The sleep - the slayer and the slain -
A lowly grave the victor shares 
With the weak slave who wore the chain 
None save a craven spirit wears. 
Yet had the deeds which they have done 
Lived in the poet's deathless song, 
These nameless spahis would have won 
All that to valour's hopes belong. 
They brought their faith from the distant lands, 
The reared the Moslem badge on higli, 
And swept away with reeking brands 
The reliques of idolatry. 
Where'er the spread their prophet's creed 
The guilty rites of Brama fled; 
No longer shrinking victims bleed, 
Nor sleeps the living with the dead. 
The frantic shrieks of widowed brides 
From burning piles resound no more. 
Nor Ganges' desecrated tides 
Bear human offerings from its shore. 
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Their wreaths have faded - Hzards bask 
Upon the marble pavement, where, 
'Twas erst the dark-eyed beauty's task 
To crown with flowers her raven hair. 
Unheeded now the scorpion crawls. 
And snakes unscathed in silence glide, 
Where once the bright Zenana's halls 
To woman's feet were sanctified. 
No trace remains of those gay hours 
When lamps, in golden radiance bright. 
Streamed o'er these now deserted towers 
The sunshine of their perfumed light. 
The maiden's song, the anklet's bells 
So sweetly ringing o'er the floor, 
And eyes as soft as the gazelle's 
Are heard, and seen, and felt no more. 
Now all is silent; the wild cry 
Of savage beasts alone is heard, 
Or wrathful tempest hurrying by. 
Or moanings of some desert bird. 
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The Bramin 
It is a lovely solitude - the cliff, 
Rich with embowering trees, and garlanded 
With mantling creepers, towers above the skiff 
Moored where the Ganges' sacred waters spread 
Their wastes below - and crowning that green height 
In graceful beauty, with its marble dome. 
And terraced stairs, descending flight by flight. 
Appears the holy Bramin's gorgeous home -
His temple, and his dwelling place - and there 
He ponders o'er the Vcclas day by day, 
Passing the silent hours in lonely prayer, 
Or shading from the sun's too fervent ray 
The flowers he tends to deck the holy shrine, 
Or strew the bright pagoda's granite floor; 
And while his skilful hands the chaplets twine. 
His thoughts above the world's dark confines soar. 
At eve he trims the lamp, the beacon light 
That beams within the Mhut 's rich sculptured cell, 
And when the stars announce approaching night, 
With silvery sound awakes the vesper bell. 
The Bramin's meals are fhigal - some fair tree 
Yields him its fruitage, and the precious grain 
Springing around in rich fertility, 
The few and simple wants of life sustain. 
A scanty mat upon the pavement spread 
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Before the temple's threshold, where the sky 
Above the tranquil sleeper's humble bed 
Has flung its star-enamelled canopy, 
Suffices for his resting place - his dress 
Betrays not splendour's pomp, nor priestly pride, 
Careless, and free from aught of costliness. 
The triple thread across the shoulder tied. 
Around the waist the muslin's ample fold 
Reaching with graceful flow below the knee. 
The snow-white turban round the temples rolled 
Complete the unpretending drapery. 
He asks nor gold nor gems - to him the lore 
The Shaster 's venerated page affords, 
Is dearer far than all the glittering store 
That worldly men have purchased with their swords. 
Yet is he wealthy - the pomegranate droops 
Its ruby blossoms to his gathering hand, 
Its richly loaded bough the mango stoops. 
And sheds its living gold at his command. 
While sweeping round him are a gorgeous train, 
Herons, and peacocks, doves, and paroquets; 
The bulbul breathes to him its sweetest strain, 
And pigeons nestle on the minarets. 
While his peculiar care, the mournful bird, 
Who when the sun has left the river's breast, 
With restless wing and wailing cry is heard 
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Calling his mate to her deserted nest, 
With the bright tribe around hiin lives unharmed; 
There too the moping ape securely dwells, 
For the pagoda's dome-crowned height is charmed, 
And prayers are potent as magicians' spells. 
The Moosaulmaun the Bramin's law reveres, 
Nor dyes his weapon in forbidden blood, 
And even the Christian, from his sport forbears, 
Within the precincts of the sacred wood. 
Courteous to all - the stranger from the west. 
Who moors his budgerow on the strand beneath. 
Is welcomed as the Bramin's honoured guest. 
And for his hands are twined the brightest wreath. 
Oh! who that has approached that holy fane 
Can pass unheeding from the blessed spot. 
Where peace, and hope, and sweet contentment reign, 
Nor sigh with envy at the Bramin's lot, 
Who purified and free from worldly care. 
In sacred duties all his life employs. 
And in earth's sorrows bearing little share. 
The dearest, brightest bliss of Heaven enjoys? 
The Taaje Mahal 
Empress of beauty! Must those eyes of light, 
Stars of my soul, that o'er life's paths have thrown 
Rays than the sun's beams more serenely bright, 
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Be quenched in darkness; has their luster flown 
For ever; and the venneil of thy lips 
Sustained a last, immutable eclipse? 
Oh! thou wert far more beautiful than those 
Fair forms of genii by poets sung, 
More blooming than thine own Cashmerian rose, 
O'er thy soft cheek a crimson tint was flung, 
Like mom's first flushes, or the blush that dyes 
The glowing sun-sets of our eastern skies. 
Fair as thou wert, thy beauty's light was dim 
To the more holy radiance of thine heart. 
For thou wert pure as heaven-bom seraphim. 
Thou wert my blessed one - thou art, thou art -
Still dost thou live and breathe, and I may strain. 
Thy fonn in rapture to my breast again. 
It may not be - the faint, the trembling pulse. 
So like the fluttering of a wounded bird. 
The painful throes which those pale lips convulse. 
The sighs, like rose leaves in the night breeze stirred, 
Tell me thy doom - and I - I see my fate -
Queen of my soul, thou leavest me desolate. 
Oh! could the treasures of the world restore 
Thy fading health, beloved one, - Shah Jehan 
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Countless as yon bright river's sands would pour 
The pearls, and gems, and gold of Hindoostan, 
And yield his empire o'er the world to be 
Master of one poor straw-thatched hut - with thee. 
But since, nor gems, nor pearls, nor gold can save 
My peerless beauty, nor my fervent prayer 
Avail to snatch thee from an envious grave. 
Since Heaven relents not to my deep despair, 
And we - (be still, be still my throbbing heart!) 
We, my life's desert solace, we must part. 
As thy surpassing loveliness has shone 
Transcendent over all of mortal birth. 
As thy surpassing excellence has own 
The tribute homage of admiring earth. 
So the world's wonder, even as thou, divine, 
Queen of my soul! shall be thy matchless shrine. 
And there in rich and radiant pomp supreme. 
Within the circle of each ample dome. 
The gems of every Indian mine shall gleam. 
And Art's most gifted sons from Greece and Rome 
The splendid fabric rear, whose gorgeous fanes 
Hide from these weeping eyes thy loved remains. 
And pilgrims there from many a distant clime 
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Pacing with wondering steps the marble halls, 
Shall as they gaze upon the work sublime, 
The sculptured splendours of the storied walls. 
Dreams of thy beauty, and instinctive pay 
The heart's deep homage to thy sainted clay. 
A hundred years have winged their flight 
O'er princely Agra's lofty towers, 
A hundred years of sunshine bright 
Have revelled through its summer bowers -
Those circling suns have seen the ray 
Of Moslem glory fade away. 
And where the crescent reared on high 
Its badge of golden blazonry, 
And turbaned monarchs proudly gave 
Their laws to each obedient slave, 
The warriors of the western world 
The red cross have unfurled. 
Mingled with mosques and minarets. 
O'er Christian spires the sun's beam sets, 
And strangers from a foreign strand 
Rule unopposed the conquered land. 
Yet still where Jumna's chrystal tide 
In many a breeze-curled wave meanders. 
And where its sparkling curre4nts glide 
Through clustering tufts of Oleanders, 
Where yonder stately garden shews 
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The crimson beauty of the rose, 
The ghttering baubool drops its gold, 
And baylas perfumed buds unfold 
Their crests of snow, o'er the pink bed 
With the broad lotus thickly spread. 
Untouched by time, Unscathed by war 
Lonely and bright as eve's first star, 
The splendid mausoleum greets 
The stranger's rapt and dazzled eye. 
And to his throbbing heart repeats 
A tale of love's idolatry. 
Of precious marbles richly blent 
Shines the imperial monument; 
A gorgeous fabric spreading wide 
Its glittering pomp of colonnades. 
Fit palace for the peerless bride 
Reposing in its hallowed shades. 
Too beautiful for mortal hands, 
Its clustering cupolas and towers 
Seem the bright work of fairy wands. 
And fashioned out of pearls and flowers. 
And as o'er these fair spires and domes 
The stranger's eye enchanted roams. 
Lost in delight, he almost deems 
That wrought by some fantastic spell, 
'Twill vanish like his summer dreams. 
Or cloud-encircled citadel, 
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Floating along the moon-lit sky, 
In evanescent pageantry. 
Beside the alabaster tomb 
All richly wreathed with glittering gems, 
And shining like the jeweled plume 
O'er eastern monarch's diadems, 
Fond lovers kneel - and as they gaze 
Upon each ingot's brilliant blaze. 
The bright mosaic of the floor 
Where many coloured agates vie 
With onyx thickly scattered o'er 
Turquoise and lapis lazuli: 
They dash away the rising tear, 
They fear no change nor falsehood here. 
Oh! every flower-enamelled gem 
Is worth a mine of gold to them; 
It tells of love divinely pure -
The record that a monarch gave. 
That strong affection may endure 
In human hearts beyond the grave. 
The Dying Hindoo 
He lies beside the sacred river. 
His heart has lost life's ruddy glow. 
His sighs are faint, his pulses quiver, 
And death's chill damps are on his brow. 
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Within yon green and bowery glade 
Whose path the smile of sunshine wears, 
Beneath the lofty palm tree's shade 
His loved though lowly hut appears. 
And near him well known sounds arise 
With joyous songs and laughter fraught, 
And now his glazed and languid eyes 
Are turned towards the village-ghaut. 
There all is cheerflil, as of yore, 
When with the sun's declining beam 
He too had sought the Ganges' shore, 
And bathed within its hallowed stream. 
In croud his early friends repair 
To the chabouta 's esplanade. 
Her gracefiil ghurrah filling there. 
Stoops to the brink his dark-eyed maid. 
They heed him not - no fond farewells 
Attest their grief, no tears are shed, 
No sigh the heart's deep anguish tells; 
He to the living world is dead. 
One pang has shot across his breast -
199 
One human pang - but it is gone, 
And tranquilly he sinks to rest. 
As the eternal wave flows on. 
His eye the blushing wreath has caught 
Which floats along the sacred wave, 
And to his parting soul has brought 
Hopes of bright lands beyond the grave. 
Soon shall the form o'er that pure tide 
Which now to earth so fondly clings, 
Freed from each groveling trammel glide, 
And mingle with its holy springs. 
The red crown of the lotus wreath 
Upon the molten silver blushes. 
And a ark, lifeless fonn beneath 
With the stream's headlong current rushes. 
The corse, the flower are seen no more. 
For ever lost in yon bright river. 
The echoes of the lonely shore 
In moumfiil tones repeat - for ever! 
The North-Wester 
Evening approaches, and the tropic sun 
The western arch of ruddy heaven has won, 
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And yielding to the balmy close of day, 
Its scorching heat, its most oppressive ray, 
Now mid ten thousand swiftly fading dyes 
Looks smiling down from yonder roseate skies. 
How beautifol, how placid, fair, and bright, 
The gorgeous scene that greets its parting light! 
The stately river's calm and waveless tide 
In its deep slumber scarce is seen to glide; 
So tranquil is the stream, the lotus crown 
By some fond maid, or anxious lover thrown -
A bark of hope - unstirred upon its breast 
In lingering tenderness appears to rest; 
The idle golier from his flower-wreathed prow 
With careless eye surveys the flood below; 
And all the hundred oars that proudly sweep 
The polished surface of the glassy deep, 
Mocked by the lazy currents, vainly seek 
To urge their shallops round yon woody creek. 
Its marble wings up springing from the shade 
By the dark peepul 's glossy foliage made. 
The waving niem, the willow-like bamboo, 
And shrubs of fragrant scent and brilliant hue. 
The Nazim's regal palace proudly gleams 
In pearl-like splendour in the evening beams; 
While each surrounding crag and sun-kissed slope 
Crowned with the bright luxuriant mango tope, 
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Each vagrant creeper with its starry wreath, 
Are softly mirrored in the stream beneath. 
Where'er the wandering eyes dehghted roam 
From groves embowering peeps the graceful dome 
Of some small mosque, or holy Bramin's cell, 
Where the lamp glances, and the silvery bell 
Makes gentle music in the balmy air; 
No other sounds the listening echoes bear 
On this calm eve, save snatches of sweet song 
Which rise at intervals from yonder throng 
Assembled on the terraced ghaut, and fling 
O'er Ganges' wave each flowery offering. 
Sudden the fierce north-west breaks lose - and while 
Half the bright landscape still is seen to smile, 
The sultry air grows thick, the skies are dark. 
The river swells, and now the struggling bark 
Along the rushing wave is wildly driven, 
And thunder bursts Irom every gate of heaven; 
O'er tower and palace, hut, and holy fane 
In frantic madness sweeps the hurricane; 
And trees uprooted strew the earth; and air 
Is filled with yells, and shrieks of wild despair. 
The sun sinks down in splendour to the west, 
The skies are in their richest colours drest; 
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And where a blackened wreck was seen to float, 
A lamp within the palm nut's fragile boat 
Glides tranquilly - the stars shine forth - the vale 
Is vocal with the Bulbul's sweetest tale; 
The air is gemmed with fire-flics: and the breeze 
Is filled with perfume from the lemon trees: 
The storm has passed - and now the sparkling river 
Runs calm, and smooth, and beautiful as ever. 
The Rajah's Obsequies 
A fairer scene to spell-bound eyes 
The smiling earth could scarce unfold -
There's not a cloud o'er those blue skies; 
And from its founts of living gold 
The sun pours down a flood of light 
Upon the river's sparkling wave, 
Where the swift current speeds its flight, 
Or lingers wooingly to lave 
Some bright pagoda's jutting walls, 
Or ripples on in gentle falls, 
Where all of shining granite wrought 
Spreads the broad terrace of the ghaut. 
And there majestic banians fling 
Their green luxuriance beside 
The lofty minarets that spring 
With upward flight in towering pride; 
As though to their bold spires 'twere given 
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To pierce the azure vaults of heaven. 
The boast of India's sunny land 
Mid fertile plains and waving woods, 
In shining pomp sublimely grand. 
Where Ganges spreads its sacred floods 
The holy city's temples glow 
Reflected in the stream below. 
A mass of cupolas and towers, 
Arches, and pillared colonnades, 
And flat - roofed palaces, where flowers 
Are clust'ring round the balustrades. 
And there firom the Zenana's halls. 
Stealing when eve reveals its stars, 
The dark-eyed maids hold festivals. 
And listen to the soft sitars. 
Hymning those sweet and gentle themes 
Which young hearts picture in their dreams. 
Oh bright, Benares! are thy domes. 
And beautiful thy sacred groves. 
Where ring-doves make their blissful homes 
And the white bull unfettered roves; 
Where with his frugal meal content. 
And hands of slaughter innocent, 
Milk, and some vegetable root. 
The golden dal, the silvery rice, 
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The plantain's, or the mango's fruit. 
The Hindoo's simple wants suffice. 
Oh! who that sees the meanest thing 
Endued with life, the Bramin's care, 
Can fancy human suffering. 
And human sacrifices, where 
'Twould be a crime to crush the snake 
That sheds its venom o'er the brake? 
Yet here the river's crystal flood 
With living victims is prophaned, 
And here with streams of human blood 
The temple's reeking courts are stained. 
While blackening o'er the fair blue skies 
The smoke's polluted volumes rise, 
From those impure, unhallowed fires. 
Where by a living corse's side, 
In fierce and torturing pangs expires. 
Untimely doomed, the shrinking bride. 
The ghurrees chime the evening hour. 
O'er the red west the sun-beam glances, 
And from each arch-way, gate, and tower. 
In countless groups a creed advances, 
While upon every pinnacle. 
Or temple's roof, or pillared screen. 
Each tower-embastioned citadel. 
To gaze upon the passing scene 
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The people throng, Uke clust'ring bees 
Swarming around the abound trees 
And all the baths and bazaars 
With many coloured cloths are hung. 
And flowers as bright as shooting stars 
Are from the high verandahs flung; 
While slowly through the crowding throng 
Which from the streets and temples pour, 
A stately pageant moves along. 
And winds its way to Ganges' shore. 
Their silver maces waving high. 
The Chobcdar band in front appear; 
And all around with shout and cry. 
Tulwar, and scimitar, and spear, 
Peons and Chuprassies clear the way, 
Swelling the pomp and the parade, 
Where shining in their bright array, 
In files a glittering cavalcade 
Of mounted nobles lead the van, 
The flower and boast of Hindoostan. 
Their chargers' tails of scarlet dye. 
Their silver housings ringing clear, 
Flash on the gazer's dazzled eye. 
And strike in music on his ear. 
Behind them in more humble guise. 
Proud only of the triple thread, 
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Gracing the Rajah's obsequies, 
The Bramins pace with solemn tread. 
And next in mournful pageantry 
All guarded by a troop of horse, 
Beneath a gilded canopy. 
Appears the fast decaying corse. 
And there the sultry air is stirred 
With silver handled Chowries wrought 
With the rich plume of some rare bird. 
Or those more precious cow-tails brought 
From glad Kathay's far distant wall. 
Or the steep hills of the Nepaul. 
Behind, a thick promiscuous troop 
Of veiled and turbaned heads is seen, 
And in the centre of the group. 
Each in an open palanquin 
The Rajah's wives are borne - a pair 
Of brighter forms have never blest 
The eye of man - both are so fair. 
None can say which is loveliest -
She who so stately and so proud 
With lofty mien and eyes of light. 
Receives the homage of the croud 
As though it were her beauty's right; 
Or the sweet trembler by her side 
Shrinking abashed with modest grace, 
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And striving all in vain to hide 
The blush upon her unveiled face, 
Their muclin robes are wrought with gold, 
The Syah 's hem beset with spangles. 
And bright the Ornec 's shining fold. 
And richly gemmed the glittering Bangles. 
Benares' far-famed webs have vied 
With Persia's rarest, finest loom; 
And for the last time each fair bride 
Has fazed upon her beauty's bloom 
In fitting pomp arrayed - too soon 
Their fleet careen of life must fly; 
Ere they have reached their summer's noon, 
This lovely pair are doomed to die -
Each soft chime from their anklet's bells 
Is ringing out their funeral knells. 
The air is musical with song, 
And lotus wreaths are strewed around. 
The deep toned dhole, and brazen gong. 
With cittaras and with flutes resound, 
Perfiames are burning all the while; 
And they have reached the Ganges flood, 
And heaped upon the funeral pile 
Cedar, and rose, and sandal wood. 
The last red kisses of the sun 
Are blushing on the river's breast, 
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And from his amaranthine throne 
The flaming orb sinks down to rest. 
And all is now accomplished - save 
The final and the dismal rite. 
Which on the brink of that clear wave 
Must be performed, ere the pink light 
With all its rainbow coloured dyes 
Has faded from the sapphire skies. 
First from her maiden's circling arms 
The youngest (and perchance the bride 
Preferred for her retiring charms) 
Has lightly sprung, and flung aside 
Her ornaments - and those rich pearls, 
The diamonds, and the ruby studs. 
She showers among the weeping girls 
Blithely, as when her garden's buds 
She scattered in those blissful hours, 
When life itself seemed made of flowers. 
The croud is hushed to silence - now 
Her spirit soars on bird-like wings, 
A slight flush lights her gentle brow. 
And with a voice divine she sings. 
I love, I love my native vales! 
The sighing of their perfumed gales 
To me is sweet, and sweeter still 
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The music of the bubbling rill. 
Few are my years, but they have fled 
In joy and sunshine o'er my head, 
Happy my transient life has been. 
And happier still life's closing scene. 
Lord of my soul! I yield my breath 
To snatch thee from the chains of death; 
I claim the privilege divine. 
Which makes thee more than ever mine! 
Yes, to my thrice blessed hands 'tis given 
To ope the saffron gates of heaven; 
I bring beloved a boom to thee, 
A pure and bright eternity. 
Yon dazzling orb has golden courts, 
And there the heaven-bom loory sports. 
And thou with spirits blessed shalt dwell 
Mid fragrant fields of asphodel. 
My soul shall pass to happy things, 
With dainty plumes and glittering wings; 
A Peri bird, I'll build my nest 
On the chumayla 's odorous breast. 
And that sweet state of my being o'er, 
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Beside the Ganges' much loved shore 
I'll spread my shining fms, and glide 
A spark of silver on the tide. 
The second transmigration past, 
I'll reach my brightest, and my land -
Shoot with my fire-fly lamp on high, 
A star along the summer sky. 
Then to the palace gleaming bright. 
Turquoise, and pearl, and chrysolite, 
My heavenly house ascend, and stray 
For ever through the realms of day. 
She ceased; and round the funeral pile 
The seven-fold circuit she has made, 
And with a sweet seraphic smile. 
She gently droops her radiant head 
Beside the ghastly corse - so calm. 
So saint-like are those placid eyes. 
So softly breathes the lip's rich balm, 
So faint and indistinct her sighs, 
In some blest trance she seems to be. 
Or day's delicious reverie. 
Darting a scornful glance on all. 
And flinging down with conscious pride 
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(As if her limbs disdained their thrall) 
Her costly gems - the elder bride, 
Like an offended goddess stands, 
With glowing cheeks, and flashing eyes, 
And clasping both her out-stretched hands, 
Revolting at the sacrifice -
Her troubled spirit nearly wrought 
To madness, finds relief in song. 
And with her heart's deep anguish fraught 
The lay indignant bursts along. 
"Think not, accursed priests, that I will lend 
"My sanction to these most unholy rites; 
"And though yon funeral pile 1 may ascend, 
"It is not that your stern command affrights 
"My lofty soul - it is because these hands 
"Are all too weak to break my sex's bands. 
"I, fi-om my earliest infancy, have bowed 
'A helpless slave to lordly man's controul, 
"No hope of liberty, no choice allowed, 
"Unheeded all the struggles of my soul; 
"Compelled by brutal force to link my fate 
"With one who best deserved my scorn and hate. 
"Oh! better far it is to mount yon pile, 
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"And stretch my shuddering form beside the dead, 
"Than with a torturing effort strive to smile, 
"And hide the bitter tears in silence shed -
"That state of loathed existence now is o'er, 
"And I shall shrink from his embrace no more. 
"The tyrant sleeps death's last and endless sleep, 
"Yet does his power beyond the grave extend, 
"And I this most unholy law must keep, 
"And to the priest's unrighteous mandate bend, 
"Or live an outcast - reft of queenly state -
"A beggar lost, despised, and desolate. 
"Daughter and heiress of a princely line, 
"From my proud birth-right I disdain to stoop; 
"Better it is to die, than inly pine, 
"And feel the soul, the towering spirit, droop 
"Beneath the cruel toil, the years of pain, 
"The lost, degraded widow must sustain. 
"But could these weak arms wield a soldier's brand, 
"Could these too fragile limbs sustain the fight, 
"Even to the death, Mitala would withstand 
"This cruel custom, and uphold the right 
"Of woman to her share of gold and gems, 
"Sceptres and sway, and regal diadems. 
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"Oh! is there none - not one amid the throng 
"Pressing to view a dead by Heaven abhorred, 
"Whose brave heart, burning to avenge the wrong, 
"Will, at my adjuration draw the sword, 
"And god-like in an injured woman's cause 
"Crush at a blow foul superstition's laws? 
"Silent and moveless all! - Oh craven race 
"Not ling shall this fair land endure your sway; 
"Shame and defeat, and capture and disgrace 
"Await the closing of a blood-stained day: 
"I see, I see the thickly gathering bands 
"Crouding in conquering ranks from distant lands! 
"The Persian Satrap and the Tartar Khan 
"The temples of your gods shall overthrow, 
"And all the hundred thrones of Hindostan 
"Before the west's pale warriors shall bow, 
"Crouching where'er the banners of the brave 
"The silver crescent, and the red cross wave!" 
Her song has ceased - but that bright eye 
Still with prophetic frenzy glares. 
And struggling with her agony 
Dries with its fires the springing tears. 
She waves away the Bramin band 
And mounts the fiineral pile alone; 
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And the Mussaul 's enkindling brand 
Is on the heaped-up fagots thrown -
One long wild shriek, amid the crash 
Of gongs and drums and cymbals, drowned -
One burst of flame, a ruddy flash 
Gliding the green hill's distant mound -
One smoky column, whose dark veil 
Obscure the fast declining sun -
A cloud of ashes on the gale -
And these unhallowed rites are done! 
Night on the Ganges 
How calm, how lovely is the soft repose 
Of mature sleeping in the summer night; 
How sweet, how lullingly the current flows 
Beneath the stream of melted chrysolite. 
Where Ganges spreads its floods, - reflecting o'er 
Its silvery surface, with those countless stars 
The ingot gems of Heaven's cerulean floor, 
Mosques, groves, and cliffs, and pinnacled minars. 
The air is fresh, and yet the evening breeze 
Has died away; so hushed, 'tis scarcely heard 
To breathe amid the clustering lemon trees. 
Whose snowy blossoms, by its faint sighs stirred. 
Give out their perfume; and the bulbul's notes 
Awake the echoes of the balmy clime; 
215' 
While from yon marble-domed pagoda floats 
The music of its bell's soft, silvery chime. 
Mildly, yet with resplendent beauty, shines 
The scene around, although the stars alone. 
From the bright treasures of their gleaming mines 
A tender radiance o'er the earth have thrown. 
Oh! far more lovely are those gentle rays 
With their undazzling luster, than the beam 
The sun pours down in his meridian blaze, 
Lighting with diamond pomp the sparkling stream. 
Each tint its vivid colouring receives: 
There is the glossy peepul - the bamboo 
Flings down its rich redundancy of leaves. 
And trailing plants their wandering course pursue, 
In hues as briglit as if the sun revealed 
The mantling foliage of the woody glade; 
Nor is yon lone sequestered hut concealed 
Sleeping within the green hill's deepest shade. 
With snowy vases crowned, the lily springs 
In queen-like beauty by the river's brink; 
And o'er the wave the broad-leaved lotus flings 
Its roseate flowers in many a knotted link. 
Oh! when the sultry sun has sunk to rest, 
When evening's soft and tender shadows rise, 
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How sweet the scene upon the river's breast, 
Beneath the starlight of these tropic skies! 
The Moosulman's Grave 
Sweet is the shelter of yon verdant glade. 
Where lofty palms and waving mangos bloom. 
Where the tall peepul spreads its grateful shade 
Above the pious Moslem's lowly tomb. 
Severe in chaste simplicity it stands 
Bearing no record of the donor's name, 
To tell the world from whose all-bounteous hands 
The smiling gifts of that fair valley came. 
'Twas he who planted all those clustering topes, 
And scooped the basin of the well-filled tank. 
The pleasant haunt of playful antelopes. 
Who leap rejoicing o'er the tlowery bank; 
And there in flocks, beside its ample brim, 
Unnumbered birds wheel round in airy rings; 
And o'er its glassy surface wild fowls skim. 
And stately herons plume their shining wings. 
There too in crouds the villagers repair, 
And while the cooling stream their temples lave. 
From countless lips is breathed the grateful prayer, 
Blessing the hand munificent that gave 
To the parched waste the precious element, 
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Whose gushing waters all their lotas fill; 
And many a graceful female fomi is bent, 
Dipping the ghurrah in the crystal rill. 
Oh! where the noon-tide sun so fiercely glows, 
Scorching the desert with its sultry beam, 
How bland, how welcome, is the soft repose. 
Invited by the thickly shaded stream! 
Beneath the boughs of some o'er-arching palm, 
The mossy turf by weary limbs is prest. 
And blest by slumbers most delicious balm, 
The pilgrim sinks at once to blissfial rest. 
Beside the lakelet, with its modest dome. 
Peeps forth between the trees a pillared mosque; 
And there the -wandonng fakeer finds a home, 
And chants the nuzzum from the high kiosk: 
He feeds the lamp with palm-nut's firagrant oil, 
A lonely star upon the brow of night. 
And plucks the fairy offsprings of the soil. 
To crown with votive wreaths the altar's height. 
Nature's luxuriant and lavish hand. 
Forest and hill, steep cliff, and tangled wild. 
With rich profusion o'er the sunny land, 
A countless tribe of brilliant flowers has piled. 
Upon the sandy plain fair lilies spring; 
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And mid the jungle, buds of rain-bow dyes 
To the spiced gale their balmy perfume fling, 
Or lift their towering garlands to the skies. 
There the warm red of the pomegranate glows 
In ruby luster; and acacias twine 
Their many-colored wreaths amid the rose. 
The yellow champa and the Jessamine; 
Its mantling silver the clematis draws 
O'er clustering oleanders pink and white; 
And the magnolia's richly scented vase 
Droops o'er the Baubool 's bells of golden light. 
And India's dark-browed natives dearly prize 
The silken treasures of their forest bowers; 
They love to plait their fi-agrant rosaries, 
And heap each holy shrine with wreaths of flowers. 
O'er the bright waters snowy chaplets float. 
With lotus crowns the pearly river glows. 
And each proud shallop and each nut-shell boat 
Bear a rich garland on their dainty prows. 
Buds of all scents and every changeful hue. 
The gardens beautiful though fragile gems, 
Whate'er his creed, or Moslem or Hindoo, 
The pilgrim twines in radiant diadems. 
With votive offerings of a grateful breast, 
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Mosque or pagoda by his hands are wreathed, 
For where the tank invites the fainting guest, 
He asks not who the precious boon bequeathed. 
Oh! blessed work of charity - a tree 
Planted for love of human-kind - a well -
A mosque or mhut 's o'ershading canopy, 
Can make the heart with holy feelings swell. 
The wide serai within the city's gate, 
A pool in some green dell beside the plain. 
Cheer with their pious gifts the desolate. 
And light the fading beams of hope again. 
Blessed by the bounties of his fellow man 
The way-worn traveller who journeys o'er 
The wide and sultry realms of Hindostan, 
By deep ravine, parched waste, or river's shore, 
Where'er his wandering footsteps are addrest, 
From steep Nepaul to sea-girt Juggunaut, 
He finds a frequent place of welcome rest, 
In some pagoda, or some mosque-crowned ghaut. 
Nour Juffeir Khan 
How darkly 'gainst the crimson sky 
Those massy heaps of ruins frown, 
Whose domes, in towering majesty. 
The crags with mournful splendour crown. 
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No more upon the lofty walls 
In troops the well-armed vassals stand; 
No more within its stately halls 
A gallant chieftain holds command. 
But the fierce vulture builds her nest, 
The hungry panther makes his lair, 
And noisome beasts the courts infest. 
And poisonous snakes are brooding there. 
While o'er the silent strand below 
The lowly river glides - so hushed. 
So undisturbed its currents flow. 
Where late a proud flotilla rushed, 
That strangers deem the desert rude 
In its impervious solitude. 
Had ever been the dreary haunt, 
Of prowling wolves and tigers gaunt; 
And the soft wind had only borne 
Upon its fresh and balmy wings, 
Of some lone bird the cry forlorn, 
Or savage creature's munnurings. 
For the bright sands no foot-prints wear, 
Save of the forest's denizens -
That track of the gigantic bear. 
Pacing its wild and dismal glens; 
The fearfijl alligator's tread. 
The steep and rugged paths, where shine. 
In slender spears profiisely shed, 
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Quills of the fretful porcupine. 
Yet, on this now-deserted strand 
In fleet career a warlike hand 
Flung the jerreed, or galloped o'er 
In stately guise the echoing shore. 
And round each crag and pinnacle 
Unnumbered perfumed flowers were springing, 
And from the towers the merry bell 
Or cittara 's softer sounds were ringing. 
The passing boatman wondering gazed 
Where streaming o'er the midnight sky 
A thousand lamps and torches blazed, 
And bursts of joyous revelry 
Came o'er the breeze, from those bright halls 
Where, twining their gay coronals, 
Mid flowers, and lights, and eye-beams glancing. 
Shining in gold and gems and pearls, 
To music's thrilling notes advancing, 
A clustering troop of gracefril girls 
Displayed before a raptured throng 
The witcheries of dance and song. 
Oh! not alone in festal hours 
Pleasure illumed those lofty towers; 
For there domestic happiness 
In all its holy beauty smiled, 
And love with innocent cares 
The bright winged sunny day beguiled -
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Yet 'twas not might of foreign foe 
That laid yon ruined fortress low! 
Our slender bark makes little way 
Striving against the current's flight, 
And soon the sun's fast fading ray 
Will melt into the shades of night. 
Come - 1 will tell the tale to thee. 
While our small pinnace lazily 
Glides to its place of destined rest; 
And while on Jumna's roseate breast 
The beautiful reflection glows 
Of turret tall and arching port, 
And on its liquid mirror shows 
The outline of the crumbling fort. 
Then winding through yon steep defile 
We'll leave these lowly scenes a while, 
And wandering o'er the teeming plains 
White with the cotton's bursting pod. 
Or through the clustering sugar canes. 
The crested parrot's sweet abode, 
Mark where the nut-wreathed castors grow, 
Or spreads the vagrant indigo. 
Those rich productions of the soil, 
Which yield their wealth with little toil. 
But to my tale - with gentle hand 
Nour Juffeir Khan the district swayed. 
And plenty smiled upon the land 
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Which the mild Omrah's rule obeyed. 
From fierce ambition's paths afar 
No cares disturbed the hill-crowned fort, 
And only waged in mimic war, 
Or flung in some adventurous sport, 
'Gainst sylvan enemies alone 
The sharp and well-aimed spears were thrown. 
And truly 'twas a gallant sight 
When issued forth the hunter's train. 
Urging their coursers' rapid flight. 
Or wheeling round the rugged plain, 
Or speeding to the lovely haunts 
The nylghau loves mid bushy dells. 
Upon those trampling elephants, 
Who to their silvery sounding bells 
Through jungles deep, with stately pace, 
And step unerring, lead the chase. 
Some are equipped with howdahs, where 
The lavish hand has richly wrought 
Crimson and gold; while others bear 
Encaged the spotted leopards, taught 
With the majestic stag to cope. 
Or spring upon the antelope. 
Nor these alone the chief enlists 
To aid his sport; for on the wrists 
Of falconers, with pride elate 
The regal birds in haughty state 
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Sit throned like kings; or soaring high 
O'er their devoted victims fly, 
A single instant hovering, 
Then stooping down with steady wing 
Upon the quairy's head alight, 
Who blinded, and with struggling weak, 
Not long sustain the dreadful tight. 
But sinks beneath the cruel beak 
Of his fierce foe, who drinks the blood. 
Ere from the breast life's pulses part, 
And rushing in a crimson flood, 
From the poor victim's quivering heart. 
And all around, the thronging rout 
Whose motley groups on foot advance, 
Filling the air with cry and shout. 
And aimed with javelin and lance, 
Or simpler spears of the bamboo, 
With reckless footsteps rushing through 
The dark defiles of the ravine, 
Heighten the spirit of the scene; 
Where gaily trapped, the fiery horse 
With all his native ardour pants, 
Outstripping in his rapid course 
The more majestic elephants. 
And chiefs in regal pomp arrayed. 
Silver and silk, and gold brocade. 
The crimson shawl across the breast 
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Above the graceful shoulder hung, 
Or rash-wise, round the shining vest. 
Or o'er the gem-starred turban flung. 
In all their glittering panoply. 
The lofty port - the gleaming brand -
Appear like those bright genii 
Who erst had riled the sunny land. 
'Twas a fair pageant, and might seem 
More like a poet's noon-tide dream 
Than cold reality - the throng 
With whirl-wind speed who rush along 
The tangled wild, arousing there 
From copse, and dell, and fields of air 
The forest's tenants - from the rocks 
Uprising with a piercing cry, 
The startled pea fowl soar in flocks. 
And spread like clouds along the sky. 
While the hyena and the wolf, 
Jackalls and bears, and bounding deer. 
Seek shelter in some caverned gulf. 
Or o'er the hill tops disappear. 
Through jungle, brake, and brushwood crashing. 
Still do the hunter train sweep on -
A dazzling meteor brightly flashing! 
A moment's space, and it is gone, 
Leaving the forest's deep recess 
In all its native loneliness. 
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When from the jovial chase returned 
His tranquil home the Omrah sought, 
For him the perfumed tapers burned, 
And upon glittering trays were brought 
To spread the hospitable board, 
The ample feast, whose dainty fare 
Invited by their bounteous lord. 
The Zumeendars and vassals share -
Rose water, paan and spices prest 
Profiisely on each welcomed guest. 
The Jumna's fmny tribes appear 
With quarters of the haunted deer; 
Pigeons and kids, and rich pi/laus. 
And kaaries bright with golden glow; 
While from each sculptured silver vase 
The many coloured sherbets flow. 
Plucked from the river's sandy bed. 
The gushing water melons shed 
Their grateful streams; and there in piles, 
Heaped up the glossy mango smiles; 
Citrons, pomegranates, and the bright 
Pistachio nut from far Thibet; 
And grapes that gleam with topaz light, 
And sweetmeats in a glistening net 
Of frosted sugar heaped around, 
And all with flower-wreathed garlands crowned. 
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Thus gaily sped the chieftain's hours, 
Or still more happily, amid 
The bright Zenana's sacred bowers, 
Where in her sweet seclusion hid, 
Like some fair lotus bending deep 
Beneath the wave its roseate bells; 
Like those pure lily buds that keep 
Their virgin court mid forest-cells; 
Or jewel in a lovely mine; 
Or image in a hallowed shrine; 
Above the Jumna's sparkling waters, 
The flower of Delhi's radiant daughters, 
Blessed the undivided love 
Of one who never wished to rove 
From the fair creature by his side. 
His beautiful imperial bride. 
And she - oh! in this earthly sphere. 
Or heaven's wide realm, no dreams of bliss 
Is half so precious and so dear. 
So cherished as her infant's kiss, 
And that loved husband's fondness shown 
For her bright form, and her's alone! 
Her woman's heart on earth has found 
Its own domestic paradise; 
She knows no happiness beyond 
The flowery fields and sunny skies, 
228 
Where blessed and blessing she rejoices, 
And joins to her's those cherub voices; 
Arising when the crimson flush 
Is fading into twilight dim, 
Or with the morning's earliest blush, 
In that soul-thrilling choral hymn. 
Whose sweet and simple strain imparts 
The gratitude of guileless hearts. 
Desert! I've lingered in my song. 
And fain would still the lay prolong, 
In fond yet idle pleasure dwelling 
On bliss which cheats the listening ear. 
With soothing softness only telling 
What gentle spirits love to hear. 
Yet I must hasten with the tale; 
For when we reach yon woody cliff, 
Crouding to strike the flimsy sail. 
The crew who guide our fairy skiff. 
Will leave on deck no quiet spot 
Where we may sit, and pensively. 
While musing o'er life's changeful lot, 
Complete the Omrah's history. 
Spumed in disgrace from Scindia 's court 
To shelter his dishonoured head, 
Indignant to his kinsman's fort 
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An outcast younger brother fled; 
Bringing a fierce marauding crew 
Of Afghaun and Mahratta hordes, 
A reckless band, who only knew 
The crimson laws of their own swords. 
Eager for bloodshed and for broil. 
And feeding their luxurious tastes, 
Insatiate, with the fearful spoil 
Of cities stormed, and burning wastes. 
Not long did Meer Jah Asiph view 
Unmoved his brother's blissfiil state; 
Nor was it long ere envy grew, 
And jealousy, and deadly hate. 
In the dark soul where pity's beam 
Dwelled not - and soon the miscreant planned 
With horrid craft a treacherous scheme; 
And, aided by his lawless band, 
He seized upon the ill-watched keep, 
And slew its guardians in their sleep; 
And then - but let me draw a veil 
Before the horrors of the tale. 
Nour Juffeir stabbed, disarmed, and bound, 
Beheld with glazed and frenzied eyes 
His wife and infants fall around. 
While on his heart the victim's cries 
Entered like scorpion stings - o'er wrought. 
That outraged heart could bear no more. 
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And now the seeming corse is brought 
With its pale comrades to the shore, 
And all the slaughtered find a grave, 
Within the Jumna's blood-stained wave. 
Meer Asiph reigned - the revel loud 
Daily resounded from the fort; 
And there a fierce and needy croud 
From the encircling states resort -
A profligate licentious race 
By rapine and by murder fed, 
Wretches who bring a foul disgrace 
Upon their ruthless master's head; 
Mocking the Prophet's holy laws 
With fiend-like oaths and scornful laugh, 
The precious vintage of Schirauz 
From golden bowls they deeply quaff, 
Spending each night in savage glee. 
Wassail, and wine, and minstrelsy. 
One balmy eve, with flaming torch 
And crystal lamp, each wide saloon. 
Verandah, gallery, and porch. 
Shone with the gorgeous light of noon. 
The gayest of their festival -
The ductile fingered jugglers came, 
And featly poised the golden balls, 
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In sparkling founts and showers of flame; 
There too in strange and fitful dance 
To the soft breathings of a flute 
The many-coloured serpents glance. 
And o'er the marble pavement shoot; 
And there with necromantic skill 
The shrewd magician played his part; 
The raptured croud were gazing still 
With wonder on his potent art, 
All headless of the murmuring sound 
In distant chambers gathering round -
A sudden simultaneous cry 
The preconcerted signal gave. 
Unarmed - unknowing where to fly, 
Each half intoxicated slave 
Sank horror stricken fi-om the blaze 
Of Juffeir Khan's indignant gaze! 
Deeming the rebel recreant crew 
Too worthless for his righteous sword, 
Upon his brother's throat he flew. 
And dragged him from the guilty board -
Beneath the stem avenger's grasp 
Meer Asiph for an instant quailed, 
But struggling in the deadly clasp 
His giant strength at length prevailed; 
His powerful hands were disengaged. 
And equally the combat raged. 
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In dumb suspense the vassals viewed 
The progress of the mortal feud; 
Still in each other's fierce embrace 
Across the wide and slippery hall, 
Without a moment's breathing space 
They reached the fort's surrounding wall. 
See'st thou the cleft along the edge 
Of yonder overhanging ledge? 
Upon that dreadful precipice, 
Burning to end the deadly strife. 
By one avenging sacrifice, 
Careless of safety or of life, 
Nour Juffeir still with anns enrolled 
Round his foe's throat in snake-like fold, 
A moment gazed upon the deep 
With triumph flashing in his eye, 
And springing to the fatal leap. 
Entwined the mangled bodies lie, 
And weltering in each other's gore 
Breathed their last sighs on Jumna's shore. 
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B: Anna Maria Jones's Oriental poem 
Adieu to India 
Ocean, I call thee from the sapphire Deep, 
Where the young Billows on their pearl-beds sleep; 
And the fair Beauties of the boisterous Main, 
Far from the jarring Elements complain: 
Where in the coral Grove's transparent Court, 
The green-haired Tritons and their Nymphs resort: 
Haste and subdue the Turbulence that laves 
The long-drawn Shadows of the mountain Waves; 
Still the proud Tempest, whose impetuous Sway, 
Heaves into monstrous Forms the watery Way. 
Maria asks - not thou the Boon refuse, 
Urged by the pensive melancholy Muse! 
Who oft to Thee, when keen Despair hath spread 
Her awfiil Terrors o'er her timid Head, 
Has poured with fervid Lay the suppliant Prayer, 
And twined her Sorrows in the sedgy Hair: 
While Thou attentive to the weeping Tale, 
Dispersed her Fears, and quelled the ruthless Gale. 
Adieu to India's fertile Plains, 
Where Brahma's holy Doctrine reigns; 
Whose virtuous Principles still bind 
The Hindu 's meek untainted Mind; 
Far other Scenes my Thoughts employ, 
Source of Anguish, Hope and Joy; 
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I hasten to my Native Shore, 
Where Art and Science blend their Lore: 
There Learning keeps her chosen Seat -
A million Votaries at her Feet, 
Ambitious of the Laurel Bough, 
To wind about their honoured Brow. 
Yet ere I go - a grateful Pain 
Involves the Muse's parting Strain; 
The sad Regret my Mind imbues. 
And fills with Grief- my last Adieus! 
For I have felt the subtle Praise, 
That cheered the Minstrel's doubtful Lays; 
That fed the infant lambent Flame, 
And bade me hope for Future Fame. 
Farewell, ye sacred Haunts, where oft I've strayed 
With mild Reflection - solitary Maid! -
Ye Streams that swell the winding Hougly 's Tide, 
The Seat of Commerce and the Muse's Pride, 
Farewell! - the Mariners unfurl the Sails, 
Eager to meet the Pressure of the Gales; 
And now the lofty Vessel cleaves the Way, 
Dashing the impelling Waves with silver Spray, -
Why springs my Heart with many an aching Sigh, 
Why stands impearled the Trembler on mine eye? -
Alas! - fond Memory weeps the Vision past, 
'For ever fled, like yonder sweeping Blast:' 
Those Hours of Bliss, those Scenes of soft Delight, 
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Vanish like Mists before the Rays of Light; 
But still Remembrance holds the Objects dear. 
And bathes their Shadows with Regret's pure Tear; 
Nor shall the oblivious Power of Time subdue. 
The painful Feelings of the last - Adieu! 
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C: Felicia Dorothea Hemans's Oriental Poems 
The Indian City 
I 
Royal in splendour went down the way 
On the plain where an Indian city lay, 
With its crown of domes o'er the forest high, 
Red as if fused in the burning sky, 
And its deep groves pierced by the rays which made 
A bright stream's way through each long arcade. 
Till the pillared vaults of the banyan stood 
Like torch-lit aisles midst the solemn wood. 
And the plantain glittered with leaves of gold. 
As a tree midst the genii-gardens old, 
And the cypress lifted a blazing spire, 
And the stems of the cocoas were shafts fire. 
Many a white pagoda's gleam 
Slept lovely round upon lake and stream. 
Broken alone by the lotus-flowers. 
As the caught the glow of the sun's last hours 
Like rosy wine in their cups, and shed 
Its glory forth on their crystal bed. 
Many a graceful Hindu maid 
With the water-vase from the palmy shade 
Came gliding light as the desert's roe, 
Down marble steps to the tanks below; 
And a cool sweet plashing was ever heard, 
As the molten glass of the wave was stirred; 
237 
And a murniur, thrilling the scented air. 
Told where the Brahmin bowed in prayer. 
There wandered a noble Muslim boy 
Through the scene of beauty in breathless joy; 
He gazed where the stately city rose 
Like a pageant of clouds in its red repose; 
He turned where birds through the gorgeous gloom 
Of the woods went glancing on starry plume; 
He tracked the brink of the shining lake 
By the tall canes feathered in tuft and brake, 
Till the path he chose, in its mazes wound 
To the very heart of the holy ground. 
And there lay the water, as is enshrined 
In a rocky urn from the sun and wind. 
Bearing the hues of the grove on high, 
Far down through its dark still purity. 
The flood beyond, to the fiery west 
Sprerad out like a metal mirror's breast, 
But that lone bay, in its dimness deep. 
Seemed made for the swimmer's joyous leap, 
For the stag athirst from the noontide chase, 
For all free things of the wildwood's race. 
Like a falcon's glance on the wide blue sky 
Was the kindling flash of of the boy's glad eye. 
Like a sea-bird's flight to the foaming wave 
From the shadowy bank was the bound he gave; 
Dashing the spray-drops, cold and white. 
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O'er the glossy leaves in his young delight, 
And bowing his locks to the waters clear -
Alas, he dreamt not that fate was near! 
His mother looked from her tent the while 
O'er heaven and earth with a quiet smile; 
She, on her way unto Mecca's fane. 
Had stayed the march of her pilgrim-train 
Calmly to linger a few brief hours 
In the Bramin city's glorious bowers, 
For the pomp of the forest, the wave's bright fall. 
The red gold of sunset - she loved them all. 
II 
The moon rose clear in the splendour given 
To the deep blue night of an Indian heaven; 
The boy from the high-arched woods came back -
Oh, what had he met in his lonely track? 
The serpent's glance, through the long reeds bright? 
The arrowy spring of the tiger's might? 
No! Yet as one by a conflict worn. 
With his graceful hair all soiled and torn. 
And a gloom on the lids of his darkened eye, 
And a gash on his bosom - he came to die! 
He looked foe the face to his young heart sweet. 
And found it, and sank at his mother's feet. 
'Speak to me! Whence doth the swift blood run? 
What hath befall'n thee, my child, my son?' 
The mist of death on his brow lay pale, 
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But his voice just lingered to breathe the tale, 
Murmuring faintly of wrongs and scorn, 
And wounds from the children of Brahma bom. 
This was the doom for a Muslim found 
With foot profane on their holy ground; 
This was for sullying the pure waves free 
Unto them alone - 'twas their God's decree. 
A change came o'er his wandering look -
The mother shrieked not then, nor shook; 
Breathless she knelt in her son's young blood. 
Rending her mantle to staunch its flood. 
But it rushed like a river which none may stay, 
Bearing a flower to the deep away. 
That which our love to the earth would chain, 
Fearftilly striving with Heaven in vain, 
That which feeds from us while yet we hold. 
Clasped to our bosoms, its mortal mould. 
Was fleeting before her, afar and fast; 
One moment - the soul from the face had passed! 
Are there no words for that common woe? 
Ask of the thousands, its depths that know! 
The boy had breathed, in his dreaming rest. 
Like a low-voiced dove on her gentle breast; 
He had stood, when she sorrowed, beside her knee. 
Painfully stilling his quick heart's glee; 
He had kissed from her cheek the widow's tears 
With the loving lip of his infant years; 
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He had smiled o'er her path like a bright spring day -
Now in his blood on the earth he lay 
Murderedl Alas, and we love so well 
In a world where anguish like this can dwell! 
She bowed down mutely o'er her dead -
They that stood round her watched in dread; 
They watched - she knew not they were by; 
Her soul sat veiled in its agony. 
On the silent lip she pressed no kiss, 
Too stem was the grasp of her pangs for this; 
She shed no tear as her face bent low 
O'er the shining hair of the lifeless brow; 
She looked but into the half-shut eye 
With a gaze that found there no reply 
And, shrieking, mantled her head from sight 
And fell, struck down by her sorrow's might! 
And what deep change, what work of power, 
Was wrought on her secret soul that hour? 
How rose the lonely one? She rose 
Like a prophetess from dark repose. 
And proudly flung from her face the veil. 
And shook the hair from her forehead pale. 
And midst her wondering handmaids stood 
With the sudden glance of a dauntless mood. 
Aye, lifting up to the midnight sky 
A brow in its regal passion high. 
With a close and rigid grasp she pressed 
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The bloodstained robe to her heaving breast. 
And said, 'Not yet, not yet I weep. 
Not yet my spirit shall sink or sleep. 
Not till yon city, in ruins rent. 
Be piled for its victim's monument. 
Cover his dust, bear it on before -
It shall visit those temple-gates once more!' 
And sway in the train of the dead she turned, 
The strength of her step was the heart that burned; 
And the Brahmin groves in the starlight smiled 
As the mother passed with her slaughtered child. 
Ill 
Hark, a wild sound of the desert's hom 
Through the woods round the Indian city borne! 
A peal of the cymbal and tambour afar -
War, 'tis the gathering of Muslim war! 
The Bramin looked from the leaguered towers -
He saw the wild archer amidst his bowers, 
And the lake that flashed through the plantain shade 
As the light of the lances along it played. 
And the canes that shook as if winds were high 
When the fiery steed of the waste swept by, 
And the camp as it lay, like a billowy sea, 
Wide round the sheltering banyan tree. 
There stood one tent from the rest apart -
That was the place of a wounded heart. 
Oh, deep is a wounded heart, and strong 
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A voice that cries against mighty wrong, 
And full of death as a hot wind's blight 
Doth the ire of a crushed affection light! 
Maimuna from realm to realm had passed, 
And her tale had rung like a trumpet's blast; 
There had been words from her pale lips poured. 
Each one a spell to unsheathe the sword. 
The Tartar had sprung from his steed to hear, 
And the dark chief of Araby grasped his spear 
Till a chain of long lances begirt the wall, 
And a vow was recorded that doomed its fall. 
Back with the dust of her son she came, 
When her voice had kindled that lighting flame; 
She came in the might of a queenly foe -
Banner, and javelin, and bended bow; 
But a deeper power on her forehead sate -
There sought the warrior his star of fate; 
Her eye's wild flash through the tented line 
Was hailed as a spirit and a sign, 
And the faintest tone from her lip was caught 
As a Sybil's breath of prophetic thought. 
Vain, bitter glory! The gift of grief 
That lights up vengeance to find relief, 
Transient and faithless - it cannot fill 
So the deep void of the heart, nor still 
The yearning left by a broken tie. 
That haunted fever of which we die! 
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Sickening she turned from her sad renown, 
As a king in death might reject his crown; 
Slowly the strength of the walls gave way -
She withered faster from day to day. 
All the proud sounds of that bannered plain 
To say the flight of her soul were vain; 
Like an eagle caged, it had striven, and worn 
The frail dust ne'er for such conflicts bom, 
Till the bars were rent, and the hour was come 
For its fearfiil rushing through darkness home. 
The bright sun set in his pomp and pride, 
As on that eve when the fair boy died; 
She gazed from her couch, and a softness fell 
O'er her weary heart with the day's farewell; 
She spoke, and her voice in its dying tone 
Had an echo of feelings that long seemed flown. 
She murmured a low sweet cradle song, 
Strange midst the din of a warrior throng, 
A song of the time when her boy's young cheek 
Had glowed on her breast in its slumber meek; 
But something which breathed Irom that mournful strain 
Sent a fitful gust o'er her soul again. 
And starting as if from a dream, she cried, 
'Give him proud burial at my side! 
There, by yon lake, where the palm-boughs wave. 
When the temples are fallen, make there our grave.' 
And the temples fell, though the spirit passed 
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That stayed not for victory's voice at last, 
When the day was won for the martyr-dead, 
For the broken heart, and the bright blood shed. 
Through the gatesw of the vanquished the Tartar steed 
Bore in the avenger with foaming speed; 
Free swept the flame through the idol-fanes 
And the streams flowed red, as from warrior-veins, 
And the sword of the Muslim, let loose to slay. 
Like the panther leapt on its flying prey. 
Till a city of ruin begirt the shade 
Where the boy and his mother at rest were laid. 
Palace and tower on that plain were left 
Like fallen trees by the lighting cleft; 
The wild vine mantled the stately square, 
The Rajah's throne was the serpent's lair, 
And the jungle grass o'er the altar sprung -
This was the work of one deep heart wrung! 
The Traveller at the Source of the Nile 
In sunset's light, o'er Afric thrown, 
A wanderer proudly stood 
Beside the well-spring, deep and lone, 
Of Egypt's awful flood; 
The cradle of that mighty birth. 
So long a hidden thing to earth! 
He heard its life's first murmuring sound, 
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A low mysterious tone; 
A music sought, but never found, 
By kings and warriors gone; 
He listened - and his heart beat high ~ 
That was the song of victory! 
The rapture of a conqueror's mood 
Rushed burning through his frame, 
The depths of that green solitude 
Its torrents could not tame; 
There stillness lay, with eve's last smile. 
Round those calm fountains of the Nile. 
Night came with stars: -- across his soul 
There swept a sudden change. 
E'en at the pilgrim's glorious goal 
A shadow dark and strange 
Breathed from the thought, so swift to fall 
O'er triumph's hour - and is this alll 
No more than this! What seem'd it now 
First by that spring to stand? 
A thousand streams of lovelier flow 
Bathed his own mountain land! 
Whence far o'er waste and ocean track, 
Their wild sweet voices called him back. 
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They called him back to many a glade, 
His childhood's haunt of play, 
Where brightly through the beechen shade 
Their waters glanced away: 
They called him, with their sounding waves. 
Back to his father's hills and graves. 
But darkly mingling with the thought 
Of each familiar scene. 
Rose up a fearfial vision, fraught 
With all that lay between; 
The Arab's lance, the desert's gloom, 
The whirling sands, the red simoom! 
Where was the glow of power and pride? 
The spirit born to roam? 
His altered heart within him died 
With yearnings for his home! 
All vainly struggling to repress 
That gush of painful tenderness. 
He wept! - the stars of Afric's heaven 
Beheld his burning tears, 
E'en on that spot where fate had given 
The meed of toiling years! -
Oh, happiness! How far we flee 
Thine own sweet paths in search of thee! 
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